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Not  to  be  taken  from  this  room 


Every  person  who  maliciously 
cuts,  defaces,  breaks  or  injures 
any  book,  map,  chart,  picture, 
engraving,  statue,  coin,  model, 
apparatus,  or  other  work  of  lit- 
erature, art,  mechanics  or  ob- 
ject of  curiosity,  deposited  in 
any  public  library,  gallery, 
museum  or  collection  is  guilty 
of  a  misdemeanor. 

Penal  Code  of  California, 
1915,  Section  623. 
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The  twenty-third  annual 

EAST  SIDE   HOUSE  SETTLEMENT 


WINTER 


antiques 
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EXHIBITORS 
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W.  Graham  Akader  FN 
Bedford  Green  Antiques 
John  Bihi.fr  &  Henry  Cogfr 
Doris  Leslie  Blau 

Ron  AID  BOL'RGF.AUl.T 

alfred  blii.lard,  inc.  — 

Hei  en  McGehee 
Ralph  M.  Chait  Galleries.  Inc. 
Childs  Gallery 
Ed  Clerk 

Lillian  Blankley  Cogan 

Audrey  R.  Conniff 

M.  Darling  Antiques 

Dildarian,  Inc. 

Wii  liam  Ferrell  Antiques 

Malcolm  Franklin,  Inc. 

Georgian  Manor  Antiques 

James  &  Nancy  Glazer 

Elinor  Gordon 

John  Gordon  Gallery 

Guthman  Americana 

Hastings  House  Antiques 

Hayestock  House 

Hirschl  &  Adi  er  Galleries.  Inc 

Hohart  House 

(Malcolm  Stearns.  Jr.) 
Ruth  Hubbell 
Incurable  Collector.  Inc. 
Vai.de mar  F.  Jacobsen 
Lawrence  E.  King 
Raymond  B.  Knight 
Gerald  Kornblau  Gallery 

H.  J  Kratzer.  Inc. 

I.  andrigan  &  Stair.  Inc. 


Hi  rbi  h  i  Lanning,  Ltd 
L'Antiquaire.  Inc. 
Linlo  House  Inc. 
Ellen  Fai.es  Lomasney 
Louis  Lyons 
Mack  &  Nicholson 
Marine  Arts  Gali  ery 
Elinor  Mi  rri  i  i 
Mill  Run  Antiqii  s 
Nigel  Morrison,  Ltd. 
Fred  B.  Nadler 

Members  oe  the  National  Antique  and 
Art  Dealers  Association  oe  America.  Inc. 

Nimmo  and  Hart 

The  Old  Print  Shop,  Inc. 
(Kenneth  M.  Newman) 

Jack  Partridge 

Maze  Pottinger  Antiqufs 

Marguerite  Riordan 

George  E.  Schoeli  kopi 

Matthew  Schutz.  Ltd. 

Robert  Spencer 

Stair  and  Co.,  Inc. 

Robert  Thomas  -  Robert  Seifert 

J.  J.  Thompson 

Tillou  Gallery 

John  C.  R.  Tompkins 

Timothy  Trace 

222  Imports 

The  Village  Green  Antiques 
The  Virginians 

Thomas  D.  and  Constance  R  Williams 
Thomas  K.  Woodard 
York  House 


\Saturday,  January  22nd 

through 

Sunday,  January  31st 


Hours:  \\ "  eekdays,  noon  -  nine  p.m. 
Sundays,  one  •  six  p.m. 


Seventh  Regiment  Armory 
Park  Avenue  at  67th  Street 
New  York  City 


Previeu  Party:  Friday,  January  21 ,  6:W  -  9  p.m. 
Tickets  $^.00 

Daily  Admission:  $4.00 
Catalog  by  Mail,  $4-00  ppd. 

lor  the  Benefit  of: 

EAST  SIDE  HOUSE  SETTLEMENT 
337  Alexander  Avenue 
Bronx,  New  York  10454 
(2)2)  CY  2-7392 


LOAN  EXHIBIT 

Masterpieces  from  the  Diplomatic  Reception  Rooms,  Department  of  State 


LPH  M.  CHAIT  GALLERIES 


INC. 

WORKS  OF  ART— CHINESE  ART 


12  EAST  56th  STREET.  NEW  YORK.  N  Y.  10022.  U.S.A. 

Telapt*ona  212  758-0937  Cables  "Rallma"  Now  York 

MEMIER  OF  Til  NATIONAL  ANTIQUt  AND  ART  DEALERS'  ASSOCIATION  Of  AMERICA,  IMC. 


A  tbin^ef beauty 
is  a  joy  forever, 


l5h  loveliness 
nereases;  it  will 

lever  pass  into 
vtbmgtess' 


rOhe  (jfcseton  Gbrnmemorative^late 


In  1976  the  500th  anniversary  of  printing  being 
introduced  to  Britain  by  William  Caxton  was 
celebrated.  To  mark  this  most  important  Quin- 
centenary the  Printers'  Charitable  Corporation 
arranged  with  the  Boncath  Pottery  to  produce  a 
magnificent  and  unique  commemorative  plate. 

It  was  designed  by  Dorn  Williams  whose 
imaginative  and  colourful  work  is  attracting  a  good 
deal  of  attention  and  who  has  been  commissioned  to 
design  a  commemorative  plate  for  the  Queen's  Silver 
Jubilee  this  year. 

The  Caxton  plate  is  in  bone  china,  richly 
decorated  in  Derby  red,  burnished  gold  and  plati- 
num. It  has  a  handsome  wide  border  based  on  a 
medieval  tapestry  in  15th  century  style,  with 
Caxton's  shop  sign,  The  Red  Pale,  at  the  top.  It 
measures  10|  inches  in  diameter. 

The  issue  is  limited  to  5,000  plates.  Each  is 
numbered  and  also  bears  the  Corporation's  seal. 

The  Caxton  plate  is  the  only  permanent  work 
of  art  to  commemorate  the  Quincentenary. 


The  plate  was  officially  approved  by  the 
National  Caxton  Commemoration 
(1976)  Committee. 


©rder^form 

Caxton  Quincentenary 
Commemorative  Plate 

To:  Arthur  Reynolds,  J. P. 

Printers'  Charitable  Corporation 

61  Doughty  Street,  London  WC1N  2NH 

Please  supply  Commemorative  Plates  at  £2 

including  post,  packing  &  VAT 

I  enclose  my  payment  of  £  


Name_ 


Address. 


I 


3ZLS-32 

A  silver  gilt  casket  inset  with  semi-precious  stones, 

measuring  eleven  inches  by  seven. 

Maker  Joseph  Angell.  Date  George  IV,  1825. 


GAR  RAR  D 

The  Crown  Jewellers 

112  REGENT  STREET    LONDON  Vt'lA  2JJ  ■  TELEPHONE:  01-734  7020 
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BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


A  very  important  and  rare  early  1 8th  Century  Chinese  Export  lacquer  screen 
of  nine  folds,  each  slightly  concave,  the  top  shaped  and  projecting  forward, 
carved  with  elaborate  scrolls  and  acanthus  leaves,  raised  in  gilt.  The  screen 
depicting  a  canal  scene  in  Amsterdam  with  raised  decoration  in  gilt  on  a  prune 
background.  Chinese  circa  1 720. 
Inset:  Fart  of  the  screen  showing  an  important  house,  the  columns  of  which 
are  decorated  in  scarlet  lacquer. 
Height:  6'  10" 
Maximum  Width:  8' 


MALLETT  &  SON  (ANTIQUES)  LTD..  40  NEW  BOND  STREET   LONDON  WiY  OBS. 
TELEPHONE:  01-499  7411  (5  lines)  TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS  .mil  at 
BOLIRDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  ILJ 
Also  in  NEW  YORK  :  M.illett  &  Son  (Antiques)  (America)  Ltd.,  P.< ).  Cox  396.  Now  York  1002K. 
Telephone:  (212)  S76  c»n.  Telex:  62580. 


Kennedy  Qalleries 

AGE  OF  THE  REVOLUTION  AND 
EARLY  REPUBLIC  IN  FINE  AND 
DECORATIVE  ARTS:  1757-1824 

January  14  -  Qfebruarj  12 


AMERICAN  PAINTINGS.  FURNITURE  AND  DECORATIVE 
ARTS  OF  1757  TO  1824  ARE  BROUGHT  TOGETHER 
IN  THIS  EXTRAORDINARY  EXHIBITION.  HELD  IN 
CONJUNCTION  WITH  ISRAEL  SACK.  INC.  AN  ILLUSTRATED 
CATALOGUE  IS  AVAILABLE  FOR  S  9.00 


on  canvas 


John  Singleton  Copley.  "John  Burgwin,"  1788.oil 
30'/4  x  25  inches,  signed  anil  dated  lower  right 

Catalogued:  by  Jules  David  Prown,  John  Singleton 
Copley  in  England  1774-1815,  Reproduced  Figure  486 


Kennedy  Galleries,  Inc. 

40  West  57th  St.,  5th  Floor,  N  Y.  10019 


CHINESE  ANTIQUES 
AND 
OBJETS  D'ART 


Intricate  Peking  ivory  carving  of  a 
famous  Chinese  court  beauty. 
27  in.  high  including  stand. 


PENINSULA  HOTEL 
KOWLOON  -  HONGKONG 

Cable:  "EILKERSHAW"  H.K. 

Tel:  3-664083 


1 1 
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William  Doyle  Galleries 

175  East  87th  Street,  New  York,  New  York  10028  Telephone  (212)  427-2730 


Auction 

WEDNESDAY,  JANUARY  12  at  10  a.m. 

From  the  estate  of  Frances  Spingold,  New  York 
Featuring 

English  Royal  Silver  •  Georgian  Silver  •  Fine  eighteenth-century  French,  English  and  Continental  Furniture 
Continental  and  Oriental  Porcelain  •  Jade  •  Tapestries  •  Oriental  rugs 


For  complete  particulars,  please  contact  the  Gallery 


Ul,  '  p§ 


of  Her  Majesty  The  Queen 
on  February  6th,  1977 

To  commemorate  this  very  special  Royal 
Occasion  Great  Britain  and  between  40  -  50 
other  British  Commonwealth  countries 
(including  those  covered  by  the  Crown 

Agents  Stamp  Bureau)  are  issuing  special  ^£ 
postage  stamps.  It  is  expected  that  the  jff 
following  will  participate,  the  majority  of 
them  with  3  attractively  designed  stamps  of 
a  total  face  value  of  about  40p  per  territory. 


Great  Britain 
Guernsey 
Isle  of  Man 

JlTSfV 

Aitutaki 
Anguilla 
Antigua 

Ascension  Islands 

Australia 

Barbados 

Belize 

Bermuda 

Botswana 

British  Antarctic  Tar. 
British  Virgin  Islands 
Canada 

Cayman  Islands 
Cook  Islands 
Dominica 
Falkland  Islands 
Fiji 

Gambia 
Gibraltar 


Gilbert  Islands 
Grenada 

Granada  Grenadines 
Hong  Kong 
Mauritius 
Montserrat 
New  Hebrides 
New  Zealand 
Penrhyn  Island 
Pitcairn 
St.  Helena 
St.  Kilts  Nevis 
St.  Lucia 
St.  Vincent 

St.  Vincent  Grenadines 
Seychelles 
Solomon  Islands 
South  Georgia 
Swaziland 
Tristan  da  Cunha 
Turks  6>  Caicos  Islands 
Tuvalu 


1977     .  I 

'l  >  MJMr<^  I  «'"'JI»'B 


It  seems  probable  that  one  or  more  of  these 
issues  will  be  printed  in  insufficient  quantity 
to  meet  collector  demand  and  that  consequently 
complete  sets  will  be  much  sought  after.  For 
this  reason  it  is  imperative  that  we  should  know 
urgently  how  many  sets  to  order  from  each  country. 

The  total  face  value  of  all  these  issues  "V^>v<" 
(probably  between  150  and  200  stamps)  is 
expected  to  be  between  f25  and  £35  -  although 
further  countries  may  yet  decide  to 
participate.  g  IBfttVsrV    ^  ■'.  £ oSa 

In  order  to  mark  this  great  Royal  Occasion        .  Jt 
ourselves  we  are  producing  attractive 
Presentation  Packs  containing  all  the  stamps 
and  souvenir  sheets  (in  superb  mint  condition) 
and  these  will  be  available  in  February  at  a  price 
based  on  face  value  or  cost  plus  25"...  These 
packs  will  be  limited  to  advance;  subscribers 
only  and  each  will  be  individually  numbered. 


The  similar  set  of  stamps  marking  the  last  Royal  Silver  Jubilee 
(that  of  King  George  V  in  1935)  had  a  total  face  value  of  under  £5 
and  today  this  set  is  difficult  to  find  at  less  than  £200. 

In  the  unlikely  event  of  our  being  unable  to  obtain  sufficient 
quantities  of  all  the  stamps,  we  shall  supply  packs  containing  as 
many  as  possible  at  proportionately  lower  prices  (unless  instructed 
to  the  contrary).  All  Applications  will  be  treated  on  a  'first  come 
first  served'  basis. 

Some  territories  may  issue  Souvenir  Sheets.  Booklet  Panes  etc.  As 
.these  will  form  an  integral  part  of  the  Omnibus  set  and  are  likely  to 
turn  out  to  be  the  scarcest  items,  they  will  be  included  in  our 
Presentation  Packs  -  unless  we  are  specifically  instructed  to  the 
contrai  y.  '.jjj  ;  ' 
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tffiore  &uj£uJv  and  GmMfientat  c/l$iter.  c/fliniafiitw. 


We  wish  to  purchase 


fine  Old  and  Modern 


jewellery,  antique  English 


and  Continental  Silver 


and  Gold  boxes. 


nor  ^  Valuations  for  Probate,  Insurance  and  Division 


Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W'.T 


THE  CONSARTIUM  LTD 

SELECT  EARLY  EUROPEAN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


Rare  Charles  II 
ebonized  beechwood 
wingchair 
cirea  1680 


One  of  an  important  pair  of 
Italian  walnut  annehairs 
upholstered  in  contemporary 
needlepoint  Liguria,  circa  1650 
ex:  Karl  Freund  collection 
ill :  Odom,  The  History  of 
Italian  Furniture,  2nd  ed., 
vol.  2,  p.  47. 


2009  WASHTENAW  ■  ANN  ARBOR,  MICHIGAN  48104 

(313)  994-5584  '  BY  APPOINTMENT 


silver  tea  set  by 
carlfaberg£ 

in  the  French  Empire  taste,  comprising  a  teapot, 
sugar  bowl,  milk  jug  and  kettle,  finished  matt. 
The  kettle  with  a  carved  ivory  handle,  is  sup- 
ported upon  a  stand  with  a  spirit-burner  beneath. 
A  pin  secures  a  hinge  to  facilitate  pouring  and 
another  acts  as  a  lock.  Each  piece  is  chased  with 
a  broad  band  with  palmettes  over  a  granulated 
field  and  the  finials  are  formed  as  pineapples. 
Each  item  is. fully  signed. 

Milk  jug  photographed  actual  size.  Height  of 
kettle  without  stand  9j  inches. 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art,  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  Valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars -tomorrow  may  be  too  late.  # 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

49/51  High  Street,  Maidenhead,  Berks.  SL6  1 JT  Tel:  (0628)  Maidenhead  26306 

Branches  at  York  and  Edinburgh 

Also  in  the  USA  at: 
9601  Wiltshire  Boulevard,  Suite  343,  Beverly  Hills,  California  90270. 
Registered  Office:  90  Ca/verley  Road,  Tunbridge  Wells,  Kent  TNI  2UN. 
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CHARLES  II 

A  fine  example  of  Chinoiserie  Silver. 

This  Tankard  was  made  in  London  in  1681 
Maker's  mark  I. A.  It  is  a  specimen  from 
our  current  collection  in  London. 
Weight:  37ozs.  Height:  8" 


Our  London  and  New  York  collections  feature  antique 
silver  of  the  highest  quality  and  always  include  exceptional  and 

rare  pieces  of  interest  to  the  serious  collector 

Our  collection  of  Old  Sheffield  Plate  is  also  one  of  the 
largest  in  the  country. 


S.I.SHRLE&DLE 


,  nwnnw  «mi      IMSTRFFT  LONDON  WC 1 A 1 LY  TEL  0 1  -405  2712  NEW  YORK.  1 04  EAST  57th  STREET  NEW  YORK  10022TEL:  0101-21 2-75-38920 


Bonhams  January  Sales  1977 

at  the  Montpelier  Galleries 


f 


A  portrait  miniature 
of  George  Clarke 
by  Samuel  Cooper, 
circa  1670. 

To  be  sold  on  21st  January 


One  of  a  pair 

of  Vienna  vases 

and  stands ,  2ft  6ins  high. 

To  be  sold  on  21st  January 


Alexis  Van  Ham  me:  Waffles  and  Honey,  oil  on  panel 
signed  and  dated  1866,22  x  17  ins.  To  be  sold  on  21st  January 


An  Art  Deco  figure,  "Con  Brio"  by  J.  Preiss. 

To  be  sold  on  21st  January 


A  pair  of  African  ceremonial  tusks  with  Art  Nouveau 

mounts  and  an  ivory  tusk  Vase.  To  be  sold  on  21st  January 


Montpelier  Street,  Knightsbridge, 
,ondon  SW7  1HH. Telephone:  01-584  9161. 
Telex:  916477  Bonham  G. 


6th.  English  and  Continental 
Furniture. 

6th.  17th,  18th  and  19th  Century 

European  Paintings. 

7th.  Porcelain  and  Works  of  Art. 


11th.  Silver  and  Plate. 

12th.  Fine  Furs. 

13th.  English  and  Continental 

Furniture. 

13th.  Selected  European 
Oil  Paintings. 

14th.  Porcelain  and  Works  of  Art. 


18th.  Fine  Wines. 

19th.  Watercolours and  Drawings. 

20th.  English  and  Continental 

Furniture. 

20th.  17th,  18th  and  19th  Century 
European  Paintings. 
21st.  Good  European  Porcelain 
and  Works  of  An. 


25th.Sdscr.ind  Plate. 

27th.  English  and  Continental 

Furniture. 

27th.  17th,  18th  and  19th  ( ientury 

European  Paintings. 

28th.  Porcelain  and  Works  of  Art. 


All  Sales  Start  at  11  am. 


W  &  F.  C  BONHAM 
.AND  SONS  LIMITED, 
S  \tholl  Crescent,  Perth,  Scotland 
Telephone  Penh  (0738)  32302. 
Rue  Pedro-Meylan  1, Geneva. 
Switzerland. Telephone  36  60  92 
1  angwith  Mill  I  louse, 
Nether  1  .angwith,  Mansfield, 
Nottinghamshire. 
Telephone  Shirehrook  3639. 


ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1  Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street,  London  W1 
Telegrams:  Cuileus  London  Asprey  S.A.  Geneva.  40  rue  du  Rhone.  Geneva  Telex:  251  10 


FINE  ENGLISH  FURNITURE  OF  THE 
17th  &  1 8th  CENTURIES 

OAK  AND  EARLY  PIECES  IN 
THE  LOWER  GALLERY 

Member:  The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America 


Our  new  showrooms  at: 

120  Mount  Street 
London  W1Y  5HB 

Phone:  01-499  1784/5 
Cables:  chrisant,  LONDON  wi 


CHINESE  j    ^^J^^g   f  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.1 

(01 -580  7538) 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


STANHOPE 
SH ELTON 
PICTURES 


TUJiES 


i 


OLD  MASTER 
DRA  WINGS  (and 
English  watercolours) 

Write  for  current  lists  to 
Stanhope  Shelton,  Cobbolds 
Mill,  Monks  Eleigh.  Suffolk 
IP7  7JB,  England 
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Robert  Noortman  Gallery 


Frank  Boggs 
1855-1926 


Trafalgar  Square,  London. 


Canvas,  60.5  x  72cm 
Signed 


Fine 
Old  and  Modern 
Paintings 


Robert  Noortman  (London)  Ltd 
8  Bury  Street,  St  James's 
London  SW1Y  6AB 
Tel:  01-839  2606  Telex:  915570 

Weekdays  9.30-5.30 


Robert  Noortman  Gallery  BV 

Aalbekerweg  49 

Hulsberg-Holland 

Tel:  04405  1934  Telex:  56715 

By  appointment  only 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


ONLY  500  MEMBERS? 

In  order  to  maintain  our  service  to  the  buying  and 
selling  public  we  require  the  most  stringent  standards  of 
knowledge  and  business  ethics.  Once  elected  a  member 
is  subjected  to  an  annual  scrutiny  to  ensure  these 
standards  do  not  decline.  Membership  of  the  Association 
is  not  merely  a  matter  of  paying  a  subscription. 


Sell  to  a  member 

A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 
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T.  CROWTHER  &  SON  LTD 


A  Pair  of  19th.  Cty.  carved  wood  and  gilt  Mirrors. 
Height:  4'  5"    Width:  2' 5" 


A  fine  19th.  Cty.  Bronze  boy  with  cockerel. 
Height:  3'4"    Basediam.:  1'2" 


A  small  mid-1 8th.  Cty.  marble  Chimneypiece,  with  finely  carved  centre. 
Shelf:  4' 7i"    Height:  4'  1  J  " 


A  fine  18th.  Cty.  carved  marble  group  of  ''Diana  and 
the  Stag",  on  carved  pedestal. 
Height:  6'  I    Base  diam.:  1 '  6" 


282,  NORTH  END  ROAD, 
FULHAM,  LONDON,  S.W.6. 
Tel:  01-385  1375/6/7. 

Open:  9-6,  Mon-Fri. 

Cables:  ANTIQUITY,  LONDON. 

No  Catalogues. 


We  have  fine  and  extensive  stocks  of  18th.  century 
Furniture,  wood  and  marble  Chimneypieces,  oak  and  pine 
Panelling  and  Garden  Ornaments,  and  we  are  always 
interested  in  purchasing  similar  pieces. 

We  specialise  in  the  design  and  construction  of  individually 
styled  purpose-made  Architectural  features  in  the  period 
manner,  in  wood,  stone  and  wrought  iron. 


•  9 


»...  the  best 

hfWegt Qetman joutnalism« 


That's  what  "The  Times"  said  about  us. 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M.,  a  group  of 
1  4  top  newspapers  in  1  0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F.A.Z.. 
Welt  and  Suddeutsche)  - 
304.225  copies  average  Monday 
to  Saturday,  2nd  quarter  1976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 

are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SuddeuTscneZeining 

The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A.M.  group 
(Top  European  Advertising  Media). 


Friihjahrsauktkinen 
1976 
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WILLIAM  *r  TILLMAN 

Dealer  in  18th  century  English  furniture  and  maker  of  reproductions  of  quality 


Sheraton  Style  Mahogany  Tea  Table. 
3ft  in  diameter  by  2ft  4}in  high. 


Sheraton  Style  Serpentine  Sideboard  in  Mahogany. 
5ft  3in  by  1ft  1  Hin  by  3ft  high. 


Chippendale  Style  Mahogany  Tea  Table. 
4ft  in  diameter  by  2ft  5in  high. 


A 


Chippendale  Style  2  Pedestal  Dining  Table  in  Mahogany. 
3ft  9in  by  6ft.  With  one  leaf  7ft  6m.   With  two  leaves  9ft. 


Sheraton  Style  2  Pedestal  Dining  Table  in  Mahogany. 
3ft  6in  by  5ft.  With  one  leaf  6ft  6in.  With  two  leaves  8ft. 


Any  size  of  pedestal  table  made  to  order. 
Three  and  four-pedestal  tables  always  available 
Larger  sizes  made  to  order. 


Visitors  are  always  welcome  in  our 
Shoivrooms  to  examine  the  varied 
selections  of  solid  mahogany  dining 
tables  and  other  furniture  in  the  lSth 

and  \<)th  century  styles. 
We  have  one  of  the  largest  stocks  of 
fine  reproduction  and  period  tables  in 
the  country. 


Late  18th  Century  Mahogany  Centre  Writing  Table. 
5ft  2in  by  2ft  1 1  iin  by  2ft  7in  high. 


A  charming  six  drawer  Mahogany  Writing  Table, 
circa  1800.  5ft  by  3ft  2in. 


Sheraton  Style  Drum  Table  in  Mahogany. 
Leather  top  with  gilt  tooling. 
4ft.  in  diameter  (3ft.  also  available). 


Sheraton  Style  Round   Mahogany  Breakfast 

Table  with  crossbanding  in  Rosewood  and 
Satinwood.  5ft  3in  in  diameter  by  2ft  4iin  high 


Sheraton  Style  Mahogany  Poker  Table. 
Leather  top  with  gilt  tooling. 
4ft  9in  in  diameter  by  2ft  4iin  high. 


Crouch  Lane,  Borough  Green,  Kent. 


Tel:  Borough  Green  883278 


MAURICE  SEGOURA 


9fi         ■  , 

y  rented 


Important  bronzes  forming  a  pair. 
Right:  "The  Rape  of  Proserpine  by  Pluto",  Francois  Girardon  (1628-1715). 
Left:  "The  Rape  of  Orithyia  by  Boreas",  Gaspard  Marsy  and  Anselme  Flamen 
Both  of  these  very  beautifully  patinated  bronzes  are  of  the  1  7th  Century. 


20,  FAUBOURG  SAIN  I  I  K  >\ORE  -  75008  PARIS  -  265.11.03 


DuMouchelle  Art  Galleries,  Detroit,  Michigan,  U.S.A. 

Announces  an 

Extraordinary  AUCTION 

of  the 

Mrs.  Wm.  FISHER  ESTATE 

(of  the  automotive  family) 

removed  from  her  Grosse  Pointe,  Michigan 
home  and  featuring  her  complete 

PAPERWEIGHT  Collection 


The  auction 
also  includes 
Fine  Silver, 
Fine  China, 
Fine  Glassware, 
Oriental  rugs, 
Hand  Carved  Furniture 
and  more. 


CATALOG 
AVAILABLE 
at  $4  postpaid 


Over  450 
PAPERWEIGHTS 

including 
such  names  as 
BACCARAT,  CLICHY 
ST.  LOUIS  and 
American  names 


Hi 


Friday  evening 
February  25,  1977 

at  7:00  p.m. 

Saturday 
February  26,  1977 

at  11:00  a.m. 

Sunday  afternoon 
February  27,  1977 

at  12:00  noon 


PREVIEWING 

from  February  22nd 

through 
February  25th,  1977 

in  our  Galleries 
from  10:00  a.m.  to 
5  p.m.  daily. 


Consignments  now  being  accepted  for  our  Sale  of  March  25,  26  and  27,  1977. 
Phone  or  write  us  if  you  have  something  to  sell. 

DuMOUCHELLE  Art  Galleries  Co. 

409  E.  Jefferson  Ave.,  Detroit,  Mich.  48226  •  Phones  (313)  963-0248  and  963-6255 

Lawrence  F.  DuMouchelle     •     Joan  Walker     •     Ernest  J.  DuMouchelle 
Art  and  Estate  Auctioneers  and  Appraisers 


JACKSON 
POLLOCK 


Featured  in  our  Exhibition 
JACKSON  POLLOCK: 
WORKS  ON  PAPER 
January  18 -February  5.  1977 


Drawing  in  pencil  and  crayon.  12"",,;  x  18%  inches 
Reproduced  I'l;ite52,  "Jackson  Pollock /I'sychoanalytic  Drawings" 


Berry-Hill  Galleries 


743  FIFTH  AVENUE,  NEW  YORK,  NT.  10022 
(212)  753-8130  Cables  BERRYHILL  N.Y. 


PKilfips 


There  will  be  a  sale  of  Fine  Gold 
and  Silver  Boxes  and  Objects  of 
Vertu,  including  several  pieces  by 
Faberge,  on  Thursday,  January  27 
at  2  p.m.  View  Wednesday  9  a.m.  - 
4  p.m.  and  morning  of  sale. 

There  will  also  be  a  sale  of  Fine 
Silver  on  Friday,  January  28  at 
1 1  a.m. 

Two  fine  silver  snuff  boxes  by 
Nathaniel  Mills  of  Birmingham  -  the 
hunting  scene  dated  1829,  the 
shooting  scene  1836 -to  be  included 
in  the  sale  on  January  27. 


Phillips  the  Auction  People  since  1796. 7  Blenheim  Street,  New  Bond  Street,  London.WlY  OAS. Telephone:  01-629  6602 

West  2, 10  Salem  Rd    Harylebone.il....  •  I'      Jollys,  1  Old  King  Si    Midlands  I  h<  I  lid  I  louse    North  Heppcr  House      Scotland  65  George  Si  alsoatDublin 
Und6nW24BI       London  NW1  (5liA        Bath.Avon  KnowlcWst  Midlands.     17a  East  Paradcl-ccds.    I.dinburgh  EH2  2JI.  Genevaand 

lei:  01 221 5303       Tel: 01 723  1118  lei: 0225  510609     lcl:05645615l  'lei: 0532 40029         leHi312'J.>226(>  Montreal 


i  Members  ol  the  So(  iel\  of  I  inc  Art  Au 
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J.  KUGEL 

279,  RUE  SAINT-HONORE, 

75008  PARIS 

FINE  FURNITURE  TEL: 260.86.23  & 260.19.45  ANTIQUE  CONTINENTAL 


SILVER  AND 
GOLD  BOXES 


Rare  mahogany  reading  desk  by  G.  Joubert,  King's  cabinet-maker.  Louis  XVI  period. 
Height:  open' 84  cm,  closed  74  cm.  Width:  57,5  cm,  depth:  41  cm. 


In  Bruton  Street 

Algernon  Asprey 


A  very  fine  and  rare 
English  writing  box  of 
lacquered  wood,  the 
top  decorated  with  a 
garland  of  roses, 
thistles  and 
shamrocks,  the  concave  sides 
with  motifs  of  gardening 
implements,  cornucopia,  anchor 
and  emblems  of  the  Arts,  the  sides 
with  a  border  of  oak  leaves  and 
acorns.  This  decoration  is  cream 
and  gold  on  a  black  ground. 
Supported  on  ormolu  claw  and 
ball  feet. 

The  interior  contains  two  glass 
ink  wells  with  ormolu  tops  and 
the  inside  is  painted  in  water 

olours  with  a  view  of  Worcester 
Cathedral .  Dated  1817 . 
Length:  9  .  Width:  6  .  -p&g 
Height:  4  .  *L 

Members  of  the  I  yj- 

British  Antique  Dealers' Association.  *JS 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA.TELEPH0NE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


FRANK  CARO 
GALLERY 


Stucco  Head  of  Buddha 
Siamese 
8th  -  9th  century  A.D. 
Height  7  inches 


41  EAST  57tii  ST..  NEW  YORK.  N.  Y.  10022 
(212)  PL  3-2166 
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ewmato 

1870-1977 


Namur,  Belgium 
JAMES  WEBB 
Signed 

Inscribed  and  dated  1879  on 
reverse 

Canvas  size:  14  x  24  inches 
(36  x  61  cms.) 

Framed  size:  19  x  29  inches 
(48  x  74  cms.) 


JOSE  GALLEGOS  Y  ARNOSA 
Signed 

Panel:  12  x  8  ins. 
(30  x  20  cms.) 
Framed:  15^  x  1 1  >2  ins. 
(39  x  29  cms.) 


M.  NEWMAN  LTD.  43A  DUKE  STREET,  ST.  JAMES'S  AND  1/5  RYDER  STREET,  LONDON,  S.W.i 
Telephone:  01-930  6068  Cables:  Newpic,  London,  S.W.i 

Member  of  the  British  Antiqup  Dealers'  Association  Ltd,  and  the  Society  of  London  Art  Dealers 


CENTRAL  LONDON 
PROPERTY 

To  Let  or  For  Sale 


New  Knightsbridge  Headquarters 
Building 

5/7  YEOMANS  ROW, 
LONDON  SW3 

4,750  sq.  ft. 

Offices  and  Directors'  Apartments 
with  Terrace  and  Car  Parking 
For  Sale  Freehold 

★  ★  *  * 

Excellent  Shop  to  let  in  New 
Development 

12/14  CHEVAL  PLACE 
KNIGHTSBRIDGE  SW7 

Arranged  on  Ground  and  Basement 
Can  be  divided 

★  ★  ★  * 

Shop/Showroom  and  Office/ 
Residential  Building 

233/235  WESTBOURNE  GROVE 
W2 

(a  stone's  throw  from  Portobello  Road) 
For  Sale  Freehold 

★  *★★★* 


For  Full  Details  Apply  to 


HIGGINS 
HARRON 

30a  Sackville  Street, 
London,  W1X  1DB 

Telephone:  01-437  2781 
01-437  5107 


ANTIQUE  MAPS 

Comprehensive  world-wide  service  to  established  and  new 
collectors  and  buyers  of  rare  and  genuine  antique  maps, 
atlases,  plans,  sea  charts  and  other  topographical  items  of 
all  parts  of  the  world,  from  1450. 

Illustrated  personal  quotations  by  post 
Comprehensive  stock  over  wide  range  of  prices 
Guarantee  of  authenticity  with  every  item 
Free  advice  on  starting  a  collection 
Valuations 


Research  projects 
Reference  books 
Maps  for  the  interior  designer 
Expert  hand  colouring 
Framing 


iv  JJOt&s  (j&n:  'SLitLm  jiyl- 


RENAISSANCE 

'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 

Price  per  can,  including  packing, 
postage  and  (in  U.K.  only)  VAT 
U.S.A.     -  Air  Mail:  $7.50 

-  Surface  Mail:  $6.00 
Canada    -  Air  Mail:  $8.40 

-  Surface  Mail:  $6.00 
U.K.  Only  £1.95 
Europe  £2.50 
Australia  -  Air  Mail:  £4.60 

Surface  Mail:  £2.50 

For  quantities  of  six  or  more  deduct  10%  overall. 

Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW 1 V  1 HF.  (Reg.  Office.  Reg.  No.  1 1 2955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:  

Mr/Mrs/Miss  

Address   


Cheques/money  orders  should  be  made  payable  to  THE  CONNOISSEUR 
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f 


-10    HANS    ROAD,    KNIGHTSBRIDGE,    LONDON.  S.W.3 

Telephoite:  01-5X9  5266 
/Members  of  The  British  Antique  Dealers  Association 


A  rare  small  Sheraton  period  circular  drum  table 
in  faded  mahogany,  the  base  with  a  cupboard  door . 
Circa  1805. 

Diameter  to  top  39  inches    99  cms. 
Height  27|"    71  cms. 


SEND  NOW  for 
this  SUPERB 
Connoisseur's 
Diary 
& 

Appointments 
Book 


This  superb  example  of  craftsmanship  will  be  available 
well  before  Christmas.  But  send  for  it  now  as  only  the  first 
five  hundred  applications  can  be  accepted.  Bound  in 
polished  crimson  calf  hide,  the  gold  blocked  undated  cover 
with  optional  matching  initials  can  be  detached  from  the 
water  silk  slip-in  diary  for  use  with  future  refills.  Each 
spread  of  hand  gilded  pages  presents  a  week  of  the  year 
with  one  column  to  each  weekday  identifiable  by  the 
bound-in  silk  marker  for  easy  reference.  Introductory 
pages  are  of  special  interest  to  Collectors  and  include 
import  and  export  of  antiques,  Sovereigns  of  England, 
English  Clockmakers,  Porcelain  Factories,  Painters,  Silver 
Marks,  Chinese  dynasties,  and  much  else  besides. 
The  Diary  and  Appointments  Book  is  sent  to  you  in  a 
specially  designed  protective  container.  Overall  size  io"x7^". 


PRICE 

Diaries  Postage  &  Packing  Total  per  diary 

U.K.  £15.00  -f-  .50p  £iS-50 

Europe  £15-00  +  £2.25  £17.25 

Elsewhere  £15.00  +  £3-°°  £18.00 

U.S.A.  $29.00+  $5.75  $34.75 

Refills  only 

U.K.  £5.40  +  £0.20  £5.60 

Elsewhere  £5.40+  £i.oo  £6.40 

U.S.A.  $9.60  +  $3.40  $13.00 


ORDER  FORM  VAT  No.  238  3874  23 

TO:  The  Connoisseur,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON,  SWiV  iHF 

(Reg  Office)  Reg  No.  1 12955  England. 

Please  send  me  Copies  of  The  Connoisseur  Diary  and  Appointments  Book  for  1977.  Amount  

Mr./ Mrs./ Miss  

If  required,   please   state   initials   2nd   Copy   3rd  Copy  

Address   
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#81073  "STANROD  PANEL"  27"  wide  paper 


950  Third  Avenue,  10th  Floor,  New  York,  N.Y.  10022 

Atlanta  •  Boston  ■  Chicago  •  Dallas  •  Houston  •  Los  Angeles  •  Philadelphia  •  San  Francisco 
to  the  trade  only 


JULIUS 
BOHLER 


The  Holy  Family, 
Revered  by  Saints, 
by  Martin  Knoller 
[Steinach  1725-1804  Milano). 
Grisaille  on  canvas,  42,5  x  25cm. 


BRIENNER  STRASSE  25 
8000  MUNICH  2,  WEST  GERMANY 
Tel:  (089)  55  52  29  Telegrams:  Paintings 


Mayorcas  Ltd. 


Member  of  the  BADA  Ltd. 


A  fine  and  rare  Greek  Island  YANINA 
(Epirus)  1 8th.  cent,  embroidered  panel  on 
linen  in  polychrome  silks  in  herring-bone 
and  chain  stitches.  Colours,  reds,  blues, 
greens,  whites  buffs  etc.,  The  design  is  of 
a  large  Rose  Spray  facing  alternate  ways 
edged  on  each  side  by  a  narrow  border 
of  the  running  Rose-Spray  pattern.  Size 
6  2  x  3  6  (1m  90cms  x  1  m  05cms).  See 
Plate  XXII  Med.  &  Near  Eastern  Embroid- 
eries AJB  Wace.  Excellent  condition. 


38  Jermyn  Street  St.  James's 

London  S.W.i.    Telephone:  01-629  4>95 
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Catalogue:  The  Art  oj  Th,  Goldsmith  &  7Vi<  Jeweler  $7.00  by  surface  mail 


THOMAS  GAINSBOROUGH  R.A.  1727-1788 
105T.  Mrs.  William  Davenport,  nee  Martha  Talbot, 

in  a  white  silk  gown,  decorated  with  red 

ribbons  and  pearls. 
Canvas  29  x  24  inches.  Fine  antique  carved  giltwood 
frame. 

Provenance:  Family  descent  to  Miss  Talbot.  Sale 

22  March  1918. 

Ehrich,  New  York  1920. 

Colnaghi,  London  1924 

Croal  Thompson  1929. 

L.  H.  Wilson,  Ayr,  1976. 
Literature:  Sir  Ellis  Waterhouse  "Gainsborough", 

1958,  No.  190. 


Sample  illustrated  catalogue  G.B.  50p 
Airmail  $2  bill  $2.50  cheque. 
Large  5  x  4"  and  35  mm  colour  slides  available. 
Prices  include  paid  world-wide  air  freight. 


Private  and  trade 


OLD  HALL  GALLERY  LTD. 

IDEN,  RYE,  SUSSEX 

View  -  phone  first  not  Sundays 
Telephone:  Iden  304.  STD  079  78  304 


Georgian  silver 

Claret  Jugs 

with  thread  mounts 

and  rattan  handles. 

John  Carter,  London  1791. 

Height  eleven  inches. 


\\akeMd-Scearce  Galleries 

HISTORIC  SCIENCE  HILL 
SHELBY VILLE,  KENTUCKY  40065    Telephone  502  633-4382 


Member  of 

the  Art  and  Antique  Dealers  League  of  America,  Inc. 

Direct  Importers  of  British  Antique  Furniture, 
Silver,  Old  Sheffield  and  Decorative  Accessories 
Write  for  our  new  illustrated  catalogue,  $2.50 
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PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD. 


ouse 


^^Le  ^YYlanor  ^}tc 
QtilcLn.cSGsifFW 


A  black  and  gold  iapanned  cabinet  on  its  original  silver  gesso  stand,  circa  1675. 

From  our  collection  of  17th  and  18th  century  English  furniture  displayed  in  the  18  period 
rooms  of  a  Georgian  manor  house  only  1  hour  h  orn  London  by  the  A.i  or  about  40  minutes 
by  train  front  London  (Kings  Cross);  trains  can  be  met  by  arrangement. 


Telephone  Hitchin  2067 
STD  0462  2067 


ire 


Cables 
Phillips  Hitchin 


Members  of  the  British  Antique  Dealers'  Association. 


c53n  Invitation 

...to  spend  some  time  each 
month  among  the  rarBst  most 
exquisite  treasures  gf  the 
ancient  and  modern  wdrld! 

"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

60NNOISSEUR  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


eOWOJSSEIR 

250  West  55th  Street,  N.Y.,  N.Y.  10019 

<%S/ Please  send  me  BONNOISSEl  R 

□  One  year  (12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 
(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed    □  Bill  me  - 


Initial  here 


Name 


City 


please  print 

ress 

Zip 

THE  CONNOISSEUR,  $5.00  a  copy. 


'  CON.  JAN 


The  toughest  problem 
about  buying  antiques. 
And  how  to  solve  it. 

Finding  good  antiques  is  getting 
harder  all  the  time.  But  tougher  still  is  shipping 
them,  so  that  they  arrive  in  one  piece. 

Michael  Davis  has  been  shipping 
antiques  for  five  years.  In  1976  alone  they  moved 
£10  million  worth  from  the  UK  worldwide. 

The  total  value  of  their  insurance 
claims?  Barely  half  a  percent. 

Michael  Davis  ship  antiques 

safely. 

Find  out  more.  Send  the  coupon  to 
Michael  Davis  (Shipping)  Limited.  Ill  Mortlake 
Road.  Kew.  Richmond.  Surrey  TW9  4AU. 
Telephone 01-876 0434  (day).  01-8783377 
(night)  or  4725  Alia  Road.  Marina  Del  Ray, 
Los  Angeles.  California  90291. 
Telephone  (213)  822  5046. 


I  

^  Name  

I  Address  

|    L]  Commercial 


MICHAEL  DAVIS 


i_ 


^\  Moving  household 


□  Private 

( Please  tick  appropriate  box) 


J 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


"The  Haircut" 
19th  Century.  Oil  on  metal.  14"  x  17" 

6,  7  &  8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH.  DEVON 
Plymouth  337952 
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The  Christie's  collection  for  collectors. 


Christie's  collection  of  catalogues  is 
prepared  by  experts  and  is  a  work  of 
reference  in  its  own  right,  containing  detailed 
descriptions  of  each  lot  and  estimated  prices. 
(Did  you  know  that  three-quarters  of  all  lots 
sold  go  for  £200  or  less?) 

Christie's  catalogues  give  the  most 
accurate  and  informed  view  of  your  parti- 
cular field  of  interest  in  the  fine  art  market. 


Catalogues  can  be  purchased  individually, 
but  an  annual  subscription  offers  collectors 
a  worthwhile  saving.  This  also  entitles  you 
to  a  complimentary  copy  of  Christie's 
Forthcoming  Sales  Brochure  each  month. 

A  separate  subscription  form  is  available 
for  sales  at  Christie's,  South  Kensington, 
where  works  of  art  in  the  lower  price  range 
and  new  collectors'  fields  take  place. 


Christie's.The  First  Fine  Art  Auctioneers  -  since  1766 


Please  send  me: 


8  King  Street,  St.  James's,  London  SW1Y  6QT.  Tel:  (01)  839  9060. Telex:  916429. 

To:  Mrs.  D.  Edwards,  Catalogue  Subscription  Manager,  White  Brothers  (Printers)  Ltd., 
Off  ley  Works,  Prima  Road,  London  SW9  0NB. 

your  free  illustrated  Forthcoming  Sales 
Brochure  each  month. 

1  I  further  information  about  catalogues  at  i — i  .  ,.  ,.  n  ,., 

King  Street,  St.  James's.  LJ  .nformation  regarding  your  Review  of  the 

6  '  Season,  1976,  a  tully  illustrated  and  authoritative 

LJ  further  information  about  catalogues  at  guide  to  the  art  market  as  reflected  through 

Christies  South  Kensington.  Christie's. 


v. 


NAME 


ADDRESS 


Rates  for  Overseas  subscribers  on  request. 


New  edition  available  in 
February   -   order  your 
copy  now! 


INTERNATIONAL 
ART  &  ANTIQUES 
YEARBOOK  1977 

A  worldwide  dealers'  and  collectors' 
guide  to  the  art  and  antiques  trade 
Edited  by  Marcelle  d'Argy  Smith 


1»  One  of  a  pair  ol 
I    Gaorge  IV  w.n« 

.  cooler*  by  Paui  Starr. 
fSBf    London  1825 


S.  J.  PHILLIPS  LTD 

139  NEW  BOND  STREET.  LONDON  W1 A  30L  TEL  01  -829  6261 


The  1977  edition  of  the  famous  Yearbook  contains  1,248  pages  of 
information  on  the  most  interesting  art  and  antique  shops  in  23 
countries.  A  detailed  description  of  stock,  explicit  town  maps,  street 
indexes  pinpointing  the  whereabouts  of  the  dealers  make  the 
International  Art  &  Antiques  Yearbook  the  perfect  guide  to 
planning  your  buying  trips.  Also  included  are  Specialist  Indexes 
giving  an  excellent  indication  of  shops  specialising  in  specific 
antiques  and  works  of  art,  information  on  Auctioneers,  Packers  and 
Shippers  and  dates  and  venues  of  the  major  Antique  Fairs. 

International  Art  &■  Antiques  Yearbook. 

It's  where  antique  dealers  find  antique  dealers! 


ORDER  FORM 

To:  International  Art  &  Antiques  Yearbook,  Hearst 
Magazines,  Book  Division,  250  West  55th  Street, 
New  York,  NY  1001  9. 

Please  send  me  copy(ies)  of  the  International 

Art  &  Antiques  Yearbook  1977  (Price  $24.95, 
plus  S1 .95  postage  and  handling;  New  York,  Illinois  and 
California  residents  please  add  sales  tax). 

I  enclose  s 


NAME 
ADDRESS 


BRIAN  L.  KOETSER 
GALLERY 

OLD  MASTER  DRAWINGS 
38  Duke  Street  St.  James's  London  SW1Y  6DF 


Pieter  Jansz  Quast  (1606  Amsterdam  1647) 
"The  Happy  Alchemist" 
Black  Chalk  on  Vellum  206  x  189  mm 
signed  with  monogram 

Telephone:  01-930  6309 


GEORGE  HORAN 

ORIENTAL  ANTIQUES  LTD. 

By  Appointment  Suppliers  to  the  Corps  Diplomatique 

ANNOUNCE  THE  OPENING  OF 
THEIR  NEW  GALLERY 

at 

38A  KENSINGTON  CHURCH  STREET, 
LONDON  W.8. 
Telephone  01-937  9532      Mon.  to  Sat. 

Fine  selection  of  Chinese  and  Japanese 
objects  of  art:  porcelain,  ivories,  jades, 
statuary,  bronzes  etc. 

Also  at 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  W.1. 
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MANHATTAN  ART 
€>  ANTIQUES  CENTER 

THE  WHOLESALE,  RETAIL 
&  AUCTION  CENTER  OF  NEW  YORK 


85  DISTINGUISHED  SHOPS  & 
GALLERIES  INCLUDING: 


EVA  SCHICK 

Jewelry  &  Antiques 

C.T.  WAN  &  CO. 

Oriental  Art  &  Antiques 

MARIA'S  ANTIQUES 

Antique  Jewelry 

DOROTHY  LANE  ANTIQUES 

Antique  French  &  Italian  Furniture 

SOL'S  ANTIQUES  &  ARMS 
Antiques  &  Arms 

BOSHA 

American  Indian,  Tramp  Art 

ROBERT  E.  MANN 
Bronzes  &  Porcelains 

FIL  CARAVAN,  INC. 
Middle  Eastern  Copperware 

DAVID'S 

Jewelry,  Watch  &  Repair 

EVELYN  HOLIBER 
Paintings,  Coins 

THE  DOROTHY  COMPANY 
French  &  Viennese  Enamels 

HOWARD  ANTIQUES 

Porcelain  &  Military 

BERNICE  FRIED 

Jewelry,  Art  Nouveau,  Art  Deco 

DOUB'S  ANTIQUES 

Malachite,  Meissen  &  Russian 
works  of  art 

TREASURES  OF  SAMARKAND 
Presented  by  YOSSI  BENYAMINOFF 
Russian  Enamel  &  Objets  d'Art 

THE  DOWNSTAIRS  ATTIC,  INC. 
Antiques,  Art  Glass,  Jewelry 

LILLIE  KOMENT 

Porcelain,  Art  Glass 

E  &  JMAYERI  CORP. 

Persian  Antiquities 

CLARA  LEDESMA 
Fine  Watercolors 

BARBARA  JOYCE  KAYE 

Collector  Plates 


ISAK'S  ANTIQUES 

Persian,  Near-Eastern  Antiquities 

MIHAIL  KRIHELI 
Art  &  Jewelry 

THE  RARE  EARTH 

Antiques  &  Jewelry 

BETTY  KORN  ANTIQUES 

Antiques,  Jewelry,  Painting 

BLUM  ANTIQUES  &  JEWELRY 

Jewelry  &  Icons 

MARCUS  GRINBLATT 

Diamonds  &  Jewelry 

THE  DISCERNING  I 

Silver,  Collectibles 

LENARD'S  GALLERIES,  LTD. 

Antique  Trader 

PALACE  GALLERY 

Sevres,  Royal  Vienna,  Rose  Medallion 

ASIAN  ANTIQUE  CENTER 
Oriental  Antiques 

CARTER  LAVAY  ANTIQUES  LTD. 

English  18th  &  19th  Century 
Antiques 

THE  GHIORDIAN  KNOT,  LTD. 

Rare  Carpets  &  Tapestries 

ANTHONY  ZOLEO 
Rare  Antique  Furniture 

LUCKY  ARTS  ENTERPRISES 
Chinese  Art 

RARITIES 

Period  Furniture 

CLOCK  HUTT 

Antique  Clocks 

LES  BETH 

Ceramics,  Dishes,  Antiques 

KAPOOR  CURIOS 
India,  Nepal  &  Tibet  Art,  Antiques 

GALLERY  63  ANTIQUES 

r  ur.  ipc.iii  I-  umit  ure. 
Bronzes,  Porcelains 


CALALB  &  ISOSUB 

Antiques  &  Furniture 

CAROLE  MJANNES 
Furniture,  Antiques  &  Accessories 

SANDA'S  SHOP 

French  &  English  Furniture 

EUPHORIA  ANTIQUES 

Antiques  &  Paintings 

TONYING  GALLERIES 

Chinese  Porcelains 

THE  PORT  OF  ST.  JAMES 

Nautical  Antiques 

XAYMACA  GALLERY 

Jamaican  Art 

JILL  OF  STORY  HILL  ANTIQUES 
Americana 

JOAN  GROSS 

Miniatures,  Curiosities 

ALVIE  WHITEMAN 

Arts  &  Crafts 

DECORATIVE  WALLCOVERINGS 
Wallpapers,  Fabrics 

REGENCY  AUCTION  GALLERY 

Art  &  Antiques  Auction  Monthly 

KUN  DAO  KNIE 

Oriental  Restoration 

CONTINENTAL  ENTERPRISES 
Oriental  Furniture,  Screens 

PLAZA  JEWELRY  LTD. 

Antique  Jewelry 

STEVE  ROEDLER 

18th  Century  Furniture 

"THE  GUVNOR  &  MRS.  A" 

English  &  American 
Furniture  &  Antiquities 

HEMINGWAY  AFRICAN  GALLERY 

African  Art,  Sculpture 

KEYSTONE  SILVER  CO. 
Sterling  Silver 

ORIENT  TREASURES 

Orient  Antiques  &  Fine  Art 


1050  Second  Avenue  at  56th  Street,  New  York,  N.Y.  10022 

(212)  355-4400 
Open  Daily  10:30  to  6:30,  Sun  12  to  6 

Free  Admission 


Convenient  Parking 


Sotheby's 


will  hold  the  following  sales  in  January  and  February,  1977 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR  TO  DATE  OF  SALE 


Thursday,  6th  January,  at  11  am 
English  and  Foreign  Silver  and  Plate 

Friday,  7th  January,  at  1 1  am 
English  Furniture  and  Oriental 
Rugs  and  Carpets 

Tuesday,  nth  January,  at  11  am 
European  Ceramics 

Tuesday,  nth  January,  at  11  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  12th  January,  at  n  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Paintings 

Wednesday,  12th  January,  at  11  am, 
at  Belgravia, 

English  Bronzes,  Works  of  Art  and 
Furniture,  Continental  Clocks 

Thursday,  13th  January,  at  11  am, 
at  Belgravia 

English  and  Foreign  Silver  and 
Plated  Wares  and  Objects  of 
Vertu,  1830  onwards 


Thursday,  13th  January,  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Drawings  and 
Watercolours 

Friday,  14th  January,  at  11  am 
English  Furniture  and  Oriental 
Rugs  and  Carpets 

Sotheby  Parke  Bernet  &  Co., 


Tuesday,  1 8th  January,  at  11  am 
Chinese  Works  of  Art,  Ming  and 
Later  Ceramics 

Wednesday,  19th  January,  at  10.30  am, 
in  the  Royal  Watercolour  Society 
Galleries,  26  Conduit  Street, 
London  Wi 

Fine  Wines,  Spirits  and  Vintage 
Port 

Wednesday,  19th  January,  at  10.30  am 
and  2.30  pm 

Japanese  Prints,  Illustrated  Books, 
Chinese  and  Japanese  Paintings, 
Drawings,  Japanese  Screens  and 
Reference  Books 

Wednesday,  19th  January,  at  11  am 
Old  Master  Paintings 

Thursday,  20th  January,  at  10.30  am 
Fine  Jewels 

Thursday,  20th  January,  at  10.30  am 
and  2.30  pm,  at  Belgravia 
Oriental  Ceramics,  Furniture  and 
Works  of  Art 

Thursday,  20th  January,  at  11  am 
English  and  Foreign  Silver  and 
Plate 


Friday,  21st  January,  at  11  am 
Good  Continental  Furniture, 
Tapestries,  Textiles,  Works  of  Art 
and  Oriental  Rugs  and  Carpets 

Monday,  24th  January  and  following 
day,  at  1 1  am 
Printed  Books 


Sotheby  Mak  van  Waay  B.V. 
Rokin  102,  Amsterdam  C 
Monday,  24th  January 
General  Sale 


Tuesday,  25th  January,  at  10.30  am 
English  Pottery  and  Porcelain 

Tuesday  25th  January,  at  II  am, 
at  Belgravia 

Victorian  Paintings,  Drawings  and 
Watercolours 

Wednesday,  26th  January,  at  10.30  am 
Important  Military  and  Naval 
Campaign  Medals,  Gallantry 
Awards  and  other  English  and 
Foreign  Orders,  Medals  and 
Decorations 

Wednesday,  26th  January,  at  11  am 
Eighteenth,  Nineteenth  and 
Twentieth  Century  Continental 
Paintings 

Thursday,  27th  January,  at  11  am 
Contemporary  Prints 

Thursday,  27th  January,  at  1 1  am 
at  Belgravia 

English,  Russian  and  others  and 
Foreign  Silver  and  Plated  Wares 
and  Objects  of  Vertu,  1830  onwards 


Thursday,  20th  January  and  following 
day,  at  1  pm,  at  1 1 5  Chancery  Lane 
(Hodgson's  Rooms), 
London  WC2  iPX 
Printed  Books  on  Law,  Diplomacy, 
History  and  Travel 

Catalogues  (post free)  from  2  MerringtonRoad,  London  S\V6  iRG  Telephone  01-381  31 
34-35  New  Bond  Street,  London  WiA  2AA  Telephone:  01-493  8080  Telegrams:  Abinitio,  London  Telex:  London 24454 


Friday,  28th  January,  at  10.30  am 
Clocks,  Scientific  Instruments 
and  Watches 

Monday,  31st  January,  at  11  am 
English  and  Continental 
Miniatures,  Portrait  Boxes  and 
Objects  of  Vertu 

Monday,  31st  January,  at  2.30  pm 
Greek  and  Russian  Icons 

Tuesday,  1st  February,  at  11  am 
Chinese  SnufF  Bottles  and 
Hardstones 

Wednesday,  2nd  February,  at  11  am 
Old  Master  Paintings 

Wednesday,  2nd  February,  at  1 1  am, 
at  Belgravia 

Continental  Bronzes,  Works  of 
Art  and  English  Furniture 

Thursday,  3rd  February,  at  11  am 
English  and  Foreign  Silver  and 
Plate 

Thursday,  3rd  February,  at  II  am, 
at  Belgravia 

Fine  Japanese  Ivories,  Lacquer, 
Shibayama  and  Works  of  Art 

Thursday,  3rd  February,  and  following 
day,  at  1  pm,  at  115  Chancery  Lane 
(Hodgson's  Rooms), 
London  WC2A  iPX 
Private  Press  and  Art  Reference 
Books 

Friday,  4th  February,  at  11  am 
Furniture  and  Oriental  Rugs  and 
Carpets 

173 


An  unusual  lacquer  and  ivory  dish, 
last  quarter  of  the  19th  century,  45.7  cm. 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB    Telephone:  01-235  431 1 
Telegrams:  Gavel,  London    Telex:  London  24454 

Thursday,  3rd  Febuary,  1977,  at  11  am 


FINE  JAPANESE  IVORIES, 
LACQUER,  SHIBAYAMA 
AND  WORKS  OF  ART 


A  Yasuharu  shibayama  tsuba  of 
quatralobcd  form,  one  side  with  a 

man  chasing  a  frog  through  a  stream, 
the  reverse  with  a  pheasant,  signed, 

last  quarter  of  the  19th  century,  10  cm. 


An  ivory  group  of  a  father  proudly 
supporting  his  son,  c.  1900,  32.4  cm. 


An  ivory  boatman,  signed,  c.  1900, 
28.5  cm. 


A  large  Rhudo  ivory  immortal, 
engraved  signature,  c.  1900,  54.6  cm. 


A  Komei  ivory  mask  carver,  engraved 
signature,  c.  19^0.  23.5  cm. 
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Sotheby  Parke  Bernet.  newyork 

ySo  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  472  3400    Telegrams:  Parkg.il,  New  York    Telex:  New  York  232643 

Thursday,  3rd  February,  1977,  and  following  two  days 


A  scries  of  sales  of  Important  Islamic  Works  of  Art 

ANTIQUITIES  '  ANTIQUE  AND  18th  AND  19th  CENTURY  FINE  RUGS 

A  SMALL  GROUP  OF  ISLAMIC  RELATED  PAINTINGS 
19th  CENTURY  FURNITURE  ■  19th  CENTURY  ORMOLU,  PORCELAIN, 
AN  EXTREMELY  IMPORTANT  SELECTION  OF  MEDIEVAL  TEXTILES  from  the 
Hagop  Kevorkian  Fund  AND  DECORATIVE  ARTS 


A  Persian  blue-and-whitc  dish, 
17th  century,  39  cm.  diameter 


A  fine  pair  of  monumental  Dresden  An  antique  Herat  rug,  I7th/i8th  century, 

urns,  stands  and  covers  by  Helena  Wolfsohn,  2.08  by  1. 42  metres 

second  half  19th  century,  110.5  cm. 


Illustrated  catalogue  $10  by  mail,  order  by  sale  no.  3948  with  cheque  enclosed  to  Department  CON 
Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh, 
Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Palm  Beach,  Paris,  Rio  de  Janeiro,  San  Francisco, 

Stockholm,  Toronto,  Virginia  and  Zurich 
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Sotheby  Parke  Bernet 
International  Realty  ™ 

Offers  marketing  and  exclusive  brokerage  services 
for  luxury  residential,  estate  and  farm  properties, 

world  wide. 

LUXURIOUS  ESTATE  OF  BREATHTAKING  BEAUTY 

Palm  Beach,  Florida 


This  exquisite  pavilion,  designed  by  Clarence  Mack, 
includes  extensive  and  superbly  landscaped  gardens,  large 
heated  pool,  and  a  pool/guest  house,  representing  the 
ultimate  in  luxurious  Palm  Beach  living.  The  pavilion 
contains  an  immense  double  drawing  room  with  fireplaces, 
large  dining  room,  three  bedrooms  (each  with  private 
bath),  powder  room,  tully  equipped  modern  kitchen, 
butler's  pantry,  and  servants'  quarters.  The  guest  house, 
designed  byjohn  Volk,  has  bedroom,  bath,  kitchen,  bar, 
and  a  large  sitting  room  with  French  carved  panelling. 
Altogether  a  superb  year-round  property  with  central 
air  conditioning  lavish  details  including  marble  floors, 
finely  carved  doors,  and  numerous  other  attractive 
features  designed  for  gracious  and  efficient  living  and 
entertainment. 

Offered  at  Si,  100,000. 

For  a  brochure  and  other  details,  please  write  to 
Sotheby  Parke  Bernet  International  Realty, 
980  Madison  Avenue,  New  York  10021, 
Telephone:  (212)  472-3465  or 
219  Worth  Avenue,  Palm  Beach,  Florida  33480. 
Telephone:  (305)  655-5484 


Furnishings  of  this  house  all  to  be  sold  at  auction  in  May  at  Sotheby  Parke  Bernet  New  York. 
Details  ot  the  auction  to  be  announced  later. 


42    The  Connoisseur,  January,  1977 


Sotheby  Parke  Bernet  losangeles 

7660  Beverly  Boulevard,  Los  Angeles,  California  90036    Telephone:  (213)  937  5130    Telegrams:  Abinitio,  Los  Angeles    Telex:  Los  Angeles  677120 

announce  a  week  of  important  sales 
from  Sunday,  6th  March  to  Thursday,  10th  March,  1977 


EUROPEAN  AND  AMERICAN  ARMS  AND  ARMOUR 

FINE  ENGLISH,  FRENCH  AND  CONTINENTAL 
FURNITURE  AND  DECORATIVE  ARTS 

CONTINENTAL  TEXTILES  AND  TAPESTRIES, 
EUROPEAN  AND  ORIENTAL  CARPETS 

NINETEENTH  AND  TWENTIETH  CENTURY 
WORKS  OF  ART 

including  European,  Tiffany  and  Steuben  glass;  Rookwood  potten  ; 
animalier  and  equestrian  bronzes;  Art  Nouveau  and  Art  Deco  furniture 
and  other  works  of  art 

NINETEENTH  AND  TWENTIETH  CENTURY  PRINTS 

including  works  bv  Bonnard,  Johns,  Picasso,  Toulouse-Lautrec  and  Whistler 

CHINESE  AND  JAPANESE  PORCELAIN,  SCULPTURE, 
PAINTINGS,  AND  OTHER  WORKS  OF  ART, 
INCLUDING  A  LARGE  COLLECTION  OF  NETSUKE, 
ANTIQUE  AND  MODERN  JEWELLERY, 
AMERICAN  AND  EUROPEAN  PAINTINGS 

Property  from  various  owners,  including  the  Florence  Hellman  Trust,  San  Francisco; 

Mrs.  Ena  Julien,  Barbados;  Heirs  oj  Geraldinc  King  Cowgill,  Hillsborough,  Calif.; 
the  Marquise  de  Surian,  Hillsborough,  Calif.;  John  A.  Gest,  Scottsdale;  Gordon 
Douglas,  Santa  Barbara;  and  Estates  of  Eleanor  K.  Reinheimer,  Beverly  Hills; 
Nellie  Durfee,  Eos  Angeles;  and  Josephine  A.  Berg,  Ogdeu,  Utah 

On  view  from  Saturday,  26th  February  to  Sunday,  6th  March,  noon  to  5  pm 


A  glazed  pottery  figure  of  a  Bactrian  camel,  T'ang 
Dynasty,  73.6  cm.  high 


A  Queen  Anne  black  japanned  bureau-cabinet,  a  collection  of  Worcester  porcelain  tea  bowls 
with  stands,  a  pair  of  George  III  gilt-wood  girandoles,  a  pair  of  George  III  mahogany 
armchairs,  and  a  Meshed  animal  carpet 


A  Tiffany  green  Favrile  glass  and  bronze  turtleback  tile  lamp, 
1 899- 1 920,  shade  impressed  Tiffany  Studios,  New  York,  base 
impressed  Tiffany  Studios,  New  York  26874,  47-3  em.  high, 
diameter  of  shade  40.6  cm. 


Illustrated  catalogue  $14  by  mail,  order  by  sale  no.  203  with  cheque  enclosed 
Catalogue  available  from  Sotheby  Parke  Bcrnct  Inc.,  980  Madison  Avenue,  New  York,  N.Y.  1002 1  and  Sotheby  Parke  Bernet  &  Co., 

34-35  New  Bond  Street,  London  WiA  2AA 
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A  fine  George  i  silver  coffee  pot  of  octagonal  form  engraved  with  a  contemporary  cypher. 
By  Samuel  Wastell,  London  1720.  Capacity  2  pints.  Weight  28  oz. 
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The  Death 
of  Venice 


A  book  has  recently  been  published  about  the  decay  of  Venice. 
It  is  important  not  only  for  what  it  says  about  the  fate  of  one  of  the 
historic  cities  of  the  world,  but  because  it  raises  the  larger  and  more 
fundamental  question  of  how  we  are  to  reconcile  the  needs  of 
modern  technology  and  progress  with  the  preservation  of  ©in- 
artistic heritage.  This  is  not  a  new  problem,  but  in  the  case  of  Venice 
it  appears  in  a  peculiarly  stark  form.  Venice  is,  in  the  minds  of  many 
travellers,  the  most  beautiful  city  in  the  world,  and  even  for  those 
who  have  not  been  fortunate  enough  to  visit  it,  it  is  synonymous 
with  European  civilisation  and  the  great  callings  of  architect,  sculptor 
and  painter  in  the  past  five  hundred  years.  It  is  now  apparent  that 
the  city  itself,  and  most  of  its  monuments,  have  decayed  to  a  point 
where  there  is  very  little  prospect  of  its  survival.  The  damage  done  by 
atmospheric  pollution,  the  prevalence  of  salt,  pigeons,  humidity, 
condensation  and  flooding  is  such  that  no  programme  of  restoration 
or  prevention  could  keep  pace.  We  have  it  seems  to  reconcile 
ourselves  to  the  fact  that  Venice,  the  inspiration  of  so  many  artists 
and  delight  of  so  many  travellers,  may  within  a  horribly  short  time, 
join  Alexandria,  Dresden  and  those  other  great  cities  which  have 
perished  at  man's  hand. 

But  Venice's  is  a  slow  and  lingering  death;  denied  the  awful 
majesty  of  conflagration,  the  grand  fury  of  a  sacking,  she  has  been 
left  to  rot  by  the  new  Italian  state  of  which  she  forms  merely  a  part. 
Ironically,  the  Austrians  did  more  to  secure  the  future  of  Venice 
during  their  fifty  years  rule  than  the  Italians  have  been  willing  to  do 
in  more  than  a  hundred.  Messrs.  Fay  and  Knightley  take  the  reader 
on  a  dismal  tour  through  the  statistics  of  great  churches,  palazzi  and 
civic  buildings  allowed  to  fall  into  disrepair  in  what  they  call/the 
progression  of  decay',  and  amply  demonstrate  the  failure  of  successive 
Italian  governments  to  deal  willingly  or  effectively  with  this  vital 
problem.  It  is  happily  no  part  of  our  function  to  comment  on  the 
long  story  of  apathy,  obstruction,  ineffectiveness  and  corruption 
contained  in  this  book;  it  is  a  sorry  tale,  well  and  convincingly  told. 
The  fate  of  the  large  sums  of  money  raised  by  thirty-four  different 
organisations  in  the  wake  of  the  1966  floods  is  especially  well 
described,  and  should  make  every  contributor  to  our  own  Venice  111 
Peril  fund  flinch.  In  one  telling  passage  the  authors  make  the  pomt 
that  'the  nature  of  the  Italian  constitution  and  the  tradition  and 
temperament  of  Italian  politicians  was  such  that  Rome  was  incapable 
of  getting  on  with  the  job,  but  entirely  capable  of  making  certain 
that  no  one  else  could  get  on  with  it  either'. 

It  is  our  hope  that  a  lesson  can  be  learnt  from  this  colossal  waste  oi 
resources,  concern,  and  goodwill,  both  in  terms  of  directing  a  salvage 
operation  of  this  kind  and  ensuring  that  a  similar  catastrophe  does 
not  happen  elsewhere.  As  Signor  Roberto  Frassetto,  the  originator  pi 
the  mobile  closure  system'  which  would  do  most  to  ensure  Venice  s 
survival,  has  been  at  pains  to  point  out,  most  countries  m  Western 
Europe  suffer  from  the  willingness  of  its  politicians  to  take  power, 
and  their  reluctance  to  accept  the  concommitant  responsibility. 
Italy,  evidently,  suffers  most  of  all. 


'The  Death  of  Venice'  by  Stephen  Fay  and  Phillip  Knightley 
was  published  in  November  1976  by  Andre  Deutsch  Limited. 
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Walter  Scott  and  the  furnishing 
of  Abbotsford:  or  the  gabions 
of  Jonathan  Oldbuck  Esq. 

Clive  Wainwright 

Walter  Scott's  later  life  was  bedevilled  by  the  arrival  of  visitors  from  all  parts  of  the  world. 
These  were  drawn  to  Abbotsford  and  indeed  to  Scotland  itself  by  the  international  fame 
which  Scott  had  achieved  as  a  poet  and  novelist.  Lockhart  describes  one  such  visitation  in 
1 81 8;  he  and  Scott  'On  returning  to  Abbotsford  found  Mrs.  Scott  and  her  daughters  doing 
penance  under  the  merciless  curiosity  of  a  couple  of  tourists  .  .  .  they  were  rich  specimens  - 
tall  lanky  young  men  both  of  them  rigged  out  in  new  jackets  and  trowsers  of  the 
Macgregor  tartan;  the  one,  as  they  revealed  being  a  lawyer  the  other  a  unitarian  preacher, 
from  New  England'.1  After  Scott's  death  in  1832  the  house  became  an  essential  part  of  any 
trip  to  Scotland,  which  is  still  very  much  the  case  and  the  present  Scott  family  open  their 
house  to  thousands  of  visitors  a  year.  Yet  despite  its  international  reputation  very  little  has 
been  written  about  the  house,  whereas  dozens  of  books  have  been  written  about  Scott 
himself.  There  are  many  interesting  accounts  by  Victorian  visitors  to  the  house,  but  no  hill 
modern  account  has  been  published. 


So  intense  was  Scott's  interest  in  historical  and 
antiquarian  matters  that  he  gathered  about  him 
at  Abbotsford  a  remarkable  collection  of  objects.  The 
best  catalogue  dates  from  1888  and  it  starts  with  'Sir 
Walter's  Writing-Table  and  Chair'  and  ends  forty-five 
pages  later  with  'Three  South  Sea  Island  Clubs  and  a 
Long  Wood  Spear'.2  The  most  important  objects  in 
the  collection  were  illustrated  in  colour  in  a  subsequent 
book  by  the  same  author.3  Scott's  collection  of  rurni- 
ture,  some  of  it  antique  and  some  designed  especially 
for  the  house  will  form  the  basis  of  this  article.  From 
the  objects  themselves  and  from  the  way  in  which 
Scott  displayed  them  in  the  house  we  can  learn  a  great 
deal  about  his  taste  and  from  his  letters  we  discover  the 
sources  trom  which  he  obtained  them. 

So  famous  had  the  buildings  and  places  associated 
with  Scott  and  his  novels  and  poems  become  by  his 
death  that  Henry  Fox-Talbot,  the  pioneer  of  photo- 
graphy, chose  to  devote  his  famous  book  'Sun  Pictures 
in  Scotland'  of  1845  to  the  subject.  This  was  the  second 
book  illustrated  with  photographs  ever  to  be  published 
-  the  first  being  Talbot's  'The  Pencil  of  Nature'.  The 
prospectus  for  'Sun  Pictures'  states  that  'most  ot  the 
views  represent  scenes  connected  in  some  way  with  the 
life  and  writings  of  Sir  Walter  Scott'.4  The  book  con- 
tains, for  instance,  three  views  of  Abbotsford,  views  ot 
Melrose  Abbey,  the  Scott  Monument  in  Edinburgh  - 
still  under  construction  -  and  Scott's  tomb  at  Dry- 
burgh  Abbey.  Two  of  these  views  of  Abbotsford  are 
shown  in  (Nos.  2  and  3).  These  arc  certainly  the 
earliest  photographs  of  Abbotsford  and  apart  from 
Lacock  Abbey  -  Talbot's  own  house  -  which  appeared 


in  'The  Pencil  of  Nature',  are  probably  the  earliest 
published  photographs  of  a  country  house.  They  are 
also  important  because  they  show  Abbotsford  before 
the  additions  and  alterations  made  to  it  by  the  Hope 
Scotts  in  the  mid-century-  Scott's  conservatory  can 
clearly  be  discerned  on  the  left  of  the  entrance  porch, 
this  was  later  demolished. 

The  building  history  of  Abbotsford  has  not  been 
published,  its  importance  in  the  context  of  nineteenth- 
century  Scottish  architecture  has,  however,  recently 
been  discussed  by  James  Macaulay.5  He  perceptively 
comments  that  'Abbotsford  ranks  with  Strawberry 
Hill  and  Fonthill  Abbey,  for  all  three  were  homes  of 
literary  men  who  being  intensely  interested  in  archi- 
tecture and  the  latest  theories  (after  all  Scott  was  an 
enthusiastic  admirer  of  Price's  theories)  took  such  a 
close  interest  in  the  creation  ot  their  homes  that  the 
owner's  creative  personalities  overshadowed  those  ot 
the  executant  architects'.0  The  building  and  furnishing 
of  Abbotsford  was  organised  by  Scott  and  a  number  ot 
his  close  friends.  'Among  this  latter  day  Committee  ot 
Taste  ideas  for  the  advancement  ot  Scott's  house  were 
bandied  about'.7  The  original  'Committee  ot  Taste' 
had  been  that  formed  in  the  mid-eighteenth  century  by 
Horace  Walpole  and  his  friends  to  organise  the  fur- 
nishing and  decoration  of  Strawberry  Hill.  As  will  be 
seen  much  of  Scott's  collection  came  to  him  via 
friends,  but  four  were  especially  involved  in  the  crea- 
tion of  Abbotsford.  They  were  Edward  Blore, 
William  Atkinson,  Daniel  Terry  and  George  Bullock. 

Scott  met  Blore  in  mid-18 16. 8  Daniel  Terry  wrote 
to  Scott  in  that  year,  'I  write  this  for  the  purpose  of  its 
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being  presented  by  Mr.  Edward  Blore  a  gentleman 
now  employing  bis  pencil  upon  Melrose  Abbey  for  the 
Duke  ot  Buccleuch'.9  Blore  w  as  at  this  time  twenty- 
nine  years  old  and  had  yet  to  make  his  name  as  an 
architect.  He  became  very  friendly  with  Scott,  a 
number  of  his  drawings  being  engraved  in  Scott's 
'Provincial  Antiquities  and  Picturesque  Scenery  of 
Scotland',  1 8 1 8.  He  certainly  provided  designs  both 
for  the  house  and  for  furniture  on  a  number  of  occa- 
sions, but  in  no  case  do  his  ideas  seem  to  have  been 
taken  up.  He,  however,  remained  on  friendly  terms 
with  Scott,  but  the  frequently  quoted  attribution  to 
him  of  at  least  part  of  Abbotsford  is  not  borne  out  by 
the  documents. 

William  Atkinson  was  not  only  the  architect  of 
Abbotsford  but  the  designer  of  its  carpets,  curtains, 
furniture  and  interior  decoration;  he,  like  Blore,  be- 
came a  close  friend  of  Scott's.  He  seems  to  have  enjoy- 
ed working  for  Scott,  to  whom  he  wrote  on  7  March 
1 8 1 8 :  'You  will  oblige  me  very  much  by  leaving  out 
of  your  letters  a  word  you  constantly  make  use  of 
troublesome  as  what  you  call  troublesome  is  to  me  a 
great  pleasure'.10  Scott  probably  met  Atkinson 
through  his  friend  the  Duke  of  Buccleuch  tor  whom 
Atkinson  worked  at  nearby  Bowhill.  Atkinson  was  by 
1818  a  leading  Gothic  Revival  architect;  he  had  been 
articled  to  Wyatt  and  had  designed  Scone  Palace  in 
1803-1806. 

George  Bullock  seems  to  have  been  introduced  to 
Scott  by  J.  B.  S.  Morritt  of  Rokeby  to  whom  Scott 
wrote  in  March  18 16:  'I  am  quite  impatient  to  see 
Bullock's  labours  and  greatly  obliged  to  the  kindness 
that  thought  of  setting  him  to  work  on  my  behalf  '.11 
Bullock's  fame  as  a  cabinet-maker  has  been  rapidly 
growing  in  recent  years. 12  The  recent  discovery  in 
Birmingham  of  an  album  of  tracings  of  drawings  from 
Bullock's  workshop  has  revolutionised  the  study  of  his 
work.  He  started  his  career  in  Liverpool  but  moved  to 
London  in  1813;  he  was  a  sculptor,  marble  mason, 
cabinet-maker  and  upholsterer.  To  what  extent  he 
designed  the  furniture  made  in  his  workshops  is  un- 
clear, but  the  evidence  at  the  moment  indicates  that  it 
was  largely  designed  by  others.  We  will  meet  Richard 
Bridgens  a  little  later  on,  who  certainly  designed  for 
Bullock. 

The  last  and  most  important  figure  is  Daniel  Terry 
who  acted  as  Scott's  unofficial  agent  in  London.  The 
numerous  letters  between  them  are  filled  with  infor- 
mation concerning  the  furnishing  of  Abbotsford.  It  is 
clear  from  these  that  Terry  had  a  considerable  know- 
ledge of  architecture,  design  and  the  antiquities  trade. 
He  had  been  in  James  Wyatt's  office  for  five  years13 
until  about  1803,  but  seems  never  to  have  practiced  as 
an  architect.  By  1806  he  was  very  successfully  em- 
ployed as  an  actor  in  Stephen  Kcmblc's  company  in 
Liverpool.  He  afterwards  acted  in  Edinburgh  where 
Scott  met  him  in  181 1.  He  went  on  to  become  a 
famous  actor-manager  and  adapted  a  number  of  Scott's 


novels  -  including  'The  Antiquary'  -  for  the  stage.  He 
always  retained  his  interest  in  architecture  and  even 
thought  of  returning  to  it.  Terry  to  Scott,  16  Septem- 
ber 1818:  'Mr.  Nasmyth  had  frequently  dwelt  upon 
the  possibility  of  gradually  opening  the  way  for  my- 
self as  an  architect  and  spoke  of  uniting  his  [illegible] 
with  mine  in  such  an  undertaking'.14  Alexander 
Nasmyth,  the  artist  referred  to  here,  was  Terry's  father- 
in-law.  Nasmyth's  daughter,  Elizabeth  Terry,  was  a 
talented  artist  who  painted  a  number  of  the  stained 
glass  windows  at  Abbotsford.  Daniel  Terry  was  cer- 
tainly a  close  friend  of  both  Bullock  and  Atkinson  by 
the  time  the  work  started  at  Abbotsford.  Terry  may 
well  have  been  in  Wyatt's  office  at  the  same  time  as 
Atkinson.  It  is  also  possible  that  while  Terry  was  acting 
in  Liverpool  in  1808  he  may  have  met  Bullock  who 
was  living  there  at  the  time. 

Scott  bought  the  farm  and  farm  house  which  were 
to  become  Abbotsford  in  181 1.  'The  farm-house  itself 
was  small  and  poor  with  a  common  hail-yard  on  one 
flank  and  a  staring  barn  ...  on  the  other,  while  in  front 
appeared  a  filthy  pond  covered  with  ducks  and  duck- 
weed from  which  the  whole  tenement  had  derived  the 
unharmonious  designation  of  Clarty  Hole  [Clarty 
means  dirty].  But  the  Tweed  was  everything  to  him  - 
a  beautiful  river  flowing  broad  and  bright'.15  Soon 
after  his  family  moved  in,  Scott  wrote  to  Lady 
Alvanley  on  25  May  1812:  'The  neighbours  have  been 
much  delighted  with  the  procession  ot  my  furniture, 
in  which  old  swords,  bows,  targets  and  lances  made  a 
very  conspicuous  show.  A  family  ot  turkeys  was 
accommodated  within  the  helmet  ot  some  preux 
chevalier  of  ancient  border  fame  and  the  very  cows  for 
aught  I  know,  were  bearing  banners  and  muskets'.16 
He  immediately  set  about  planning  alterations  to  the 
house  which  was  re-named  Abbotsford  after  a  nearby 
tord  over  the  Tweed. 

Between  18 12  and  18 17  Scott  evolved  in  consulta- 
tion with  his  friends  his  ideas  concerning  the  style  and 
design  of  Abbotsford.  In  October  18 16  he  wrote  to  his 
friend  the  'banker  poet'  Samuel  Rogers:  'Conundrum 
Castle  for  so  this  romance  of  a  house  should  be  called. 
As  you  have  the  most  classical  residence  I  can  conceive 
I  have  been  attempting  a  gothic  -  not  gothic  by  any 
means  but  an  old  fashioned  Scotch  residence  full  of 
Rusty  Iron  coats  and  jingling  jackets.  Rare  commodities 
for  a  country  smith  to  make  hobnails'. 1 7  By  28  Decem- 
ber he  could  write  to  Terry:  'Mr.  Atkinson's  plans  are 
very  ingenious  indeed  and  would  promise  in  many 
respects  better  interior  accommodation  than  those 
which  with  Mr.  Blore's  assistance  I  have  hammered 
out  of  Mr.  Skene's  original  idea.  The  exterior  ot  Mr. 
Blore's  plan  I  prefer  as  being  less  Gothic  and  more  in 
the  old  fashioned  Scotch  style  which  delighted  in 
notch'd  gable  ends  and  all  manner  ot  bartizans'. 18 
Nos.  2  and  3  show  these  characteristics  of  the  complet- 
ed house,  though  Blore's  exterior  was  not  that 
executed.  At  last,  in  18 17,  work  started  and  by  29  April 
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Scott  to  Terry:  'The  basement  storyis  well  up'.19  This 
first  phase  was  complete  early  in  1819  and  consisted  of 
the  breakfast  parlour,  armoury  and  dining  room  added 
to  the  existing  farm  house.  The  breakfast  parlour  is 
now  part  of  the  family  wing  but  until  Scott's  study 
was  finished  in  the  mid-i820s  it  was  used  for  that 
purpose. 

One  enters  the  house  today  through  the  porch  (No. 
3)  which  leads  to  the  Hall  (No.  21),  turns  right  into 
Scott's  Study  (Nos.  16  and  17),  left  into  the  Library 
(No.  7  and  colour)  into  the  Drawing  Room  (No.  11), 
through  the  Armoury  (Nos.  8  and  9)  into  the  Dining 
Room  (No.  4),  then  back  through  the  Armoury  into 
the  Hall. 

The  arrangement  of  the  armoury  (Nos.  8  and  9)  was 
the  subject  of  endless  discussion  between  Scott  and  his 
friends.  The  collection  of  armour  eventually  grew  to 
fill  both  the  armoury  and  the  hall.  As  we  saw  above  he 
had  a  collection  of  armour  when  he  moved  into 
Abbotsford,  to  which  he  added  for  the  rest  of  his  life. 
It  eventually  became  a  collection  of  considerable  im- 
portance and  has  been  carefully  discussed  elsewhere.20 
Scott  to  Terry,  23  January  1818:  'I  am  quite  feverish 
about  the  armoury  I  have  two  pretty  complete  suits  of 
armour  .  .  .  many  helmets,  corslets,  and  steel  caps, 
swords,  and  poinards  without  end,  and  about  a  dozen 
guns  .  .  .  two  or  three  battle-axes  and  maces,  pikes  and 
targets,  horns,  pikes,  bows  and  arrows,  and  the  clubs 
and  creases  of  Indian  tribes.  Mr.  Bullock  promised  to 
give  some  hint  about  the  fashion  of  disposing  all  these 
matters'.21  Atkinson  to  Scott,  7  March  1818:  'Mr. 
Bullock  ...  is  now  making  a  drawing  for  hanging  the 
armour'.22  Terry  to  Scott,  24  April  1818:  'Bullock's 


design  for  the  arrangement  of  your  armour  I  think 
beautiful,  there  is  an  excellent  drawing  of  it  gone  to  the 
Somerset  House  exhibition  so  London  people  will  have 
some  notion  of  the  romantic  charms  of  your  Scottish 
retirement'.23  The  exhibition  referred  to  was  at  the 
Royal  Academy,  in  the  catalogue  for  181 8  we  find 
that  'R.  H.  Bridgens  Architect'  showed  'An  Armoury 
at  Abbotsford  The  Seat  of  Walter  Scott'.  Scott  to 
Terry,  25  July  181 8:  'Mr.  Atkinson  has  given  me  to 
hope  that  Mr.  Budgins  [mis-reading  of  Bridgens]  may 
himself  be  in  Scotland  to  supply  poor  Bullock's  place. 
If  not  I  shall  have  Allan's  [William  Allan  the  painter] 
assistance  in  grouping  the  armour'.24  Bridgens'  visit 
did  not  materialise  and  so  Terry  himself  went  to 
Scotland.  Terry  to  Scott,  16  September  t 8 t 8 :  'Brid- 
gen's  drawing  of  the  armoury  comes  with  the  win- 
dows [by  sea  to  Scotland]  when  we  are  together  I  trust 
we  may  be  able  to  do  something  towards  the  actual 
arrangement  of  your  collection'.25  This  fascinating 
watercolour  is  still  at  Abbotsford  (No.  8),  signed  by 
Bridgens  and  dated  181  8.  As  will  be  seen  from  a  com- 
parison between  Nos.  8  and  9  the  eventual  arrange- 
ment did  not  quite  resemble  Bridgens  watercolour. 
Richard  Bridgens  was  intimately  involved  in  Bullock's 
business  and,  in  the  light  of  my  research,  he  seems  to 
have  been  a  designer  of  some  importance.  He  probablv 
designed  a  considerable  quantity  of  furniture  for 
Bullock,  some  of  which  appears  in  Bridgens'  import- 
ant and  attractive  book  'Furniture  with  Candelabra' 
published  in  two  editions  in  1  832  and  1838. 

The  dining  room  (No.  4)  was  under  construction  at 
the  same  time  as  the  armoury.  Scott  to  Terry,  29 
October  1817:  'I  expect  Mr.  Bullock  every  day  and 


4.  The  Dining  Room, 
A  bbotsford. 
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should  be  g;lad  to  have  the  drawings  ot  the  dining  room 
wainscot'. 2(1  Atkinson  to  Scott,  7  March  181 8:  'The 
working  drawings  for  the  dining  room  ceiling  .  .  .  will 
he  sent  in  the  course  ot  the  w  eek  .  .  .  you  mention  that 
you  can  get  casts  of  corbels  for  niches  at  Melrose 
[Abbey]  that  will  do  tor  the  dining  room  ...  I  wish 
you  would  send  me  a  rough  drawing  of  the  corbels 
with  dimensions  without  which  I  cannot  possibly 
design  the  niches  [for  lamps  in  the  wall  on  either  side  ot 
the  sideboard]  to  suit'.27  Terry  to  Scott,  16  September 
[818:  'I  mentioned  what  colours  ot  marbles  we 
thought  for  the  dining  room  .  .  .  the  red  mona'.28  This 
rich  and  splendid  mona  marble  came  from  the  Island 
of  Anglesea  and  was  handled  exclusively  by  Bullock, 
and  Scott  in  a  number  ot  his  letters  refers  to  him  as 
"King  of  the  Marble  Isles'.  The  wallpaper  is  described 
on  18  April  1 8 19,  Scott  to  Terry:  'I  have  got  a  beauti- 
ful scarlet  paper  inlaid  with  gold  (rather  crimson  than 
scarlet)  in  a  present  from  India'.29  It  is  obvious  from 
further  letters  that  the  red  curtains  were  made  in 
London  to  match  the  wallpaper. 

T  he  best  description  of  the  painting  and  decorating 
at  Abbotstord  exists  in  a  rather  obscure  appendix  to  a 
book  by  David  Ramsay  Hay  the  famous  Edinburgh 
decorator:30  'He  [Scott]  ordered  me  to  paint  the 
dining  room  ceiling,  cornice,  niches  cVc  in  imitation  ot 
oak  to  match  the  doors  window-shutters  and  wains- 
coting which  were  made  of  that  wood,  to  emblazon 
some  small  shields  in  the  bosses  of  the  ceiling  ...  to  fix 
four  pictures  on  certain  parts  of  the  wall .  .  .  these  being 
fixed  to  the  wall  by  a  narrow  moulding  of  oak,  were 
to  be  surrounded  with  an  imitation  of  an  carved  frame 
ot  the  same  material  ...  to  cover  the  remainder  of  the 
wall  he  gave  me  an  Indian  paper  of  a  crimson  colour 
...  I  observed  to  Sir  Walter  that  there  would  be 
>carccly  enough  ...  to  which  he  replied  that  in  that 
:ase  I  might  paint  the  recess  for  the  sideboard  in 
imitation  of  oak  .  .  .  these  orders  I  received  early  in 
March  1820  and  with  eight  assistants  commenced  their 
execution  on  the  20th  of  March  and  had  the  whole 
finished  by  the  end  of  April'. 

Towards  the  end  of  his  life  Scott  started  to  compile  a 
catalogue  of  his  collection,  which  was  never  finished 
but  was  published  later  in  the  century.31  He  says  of  the 
dining  room:  'The  ceiling  ...  is  apparently  supported 
by  ribs  of  carved  oak  which  nevertheless  arc  only 
stucco  but  so  ingeniously  moulded  and  panelled  and 
tied  with  ornaments  and  escutcheons  at  the  places 
where  they  cross  that  they  can  hardly  be  distinguished 
from  more  permanent  material'.  Most  writers  of  later 
guidebooks  were  deceived  and  describe  the  ceiling  as 
:arvcd  from  solid  oak.  Neither  Hay  nor  Scott  describ- 
ed the  carpet  but  Terry  to  Scott,  5  November  1818: 
Enclosed  is  a  plan  ot  the  dining  room  with  carpet 
marked  upon  it  with  Mr.  Atkinson's  note  .  .  .  The  real 
brussels  wears  well .  .  .  line  the  sides  with  oak  coloured 
drugget  &.  the  passing  across  the  sideboard  with  oak 
colour  oil-cloth'.32 


The  sideboard,  wine  cooler  and  table  (No.  4)  which 
were  made  by  Bullock  and  very  probably  designed  by 
Atkinson  have  been  discussed  elsewhere.33  One  of  the 
original  twelve  chairs  (No.  6)  is  shown  in  a  water- 
colour  design  (No.  5).  Eight  chair  designs  of  which  this 
is  one  were  recently  acquired  by  the  Victoria  and 
Albert  Museum  and  are  inscribed  'Walter  Scott  Esq.'. 
Several  of  these  occur  in  the  Birmingham  tracing  book 
and  very  similar  chairs  appear  in  Bridgen's  'Furniture 
with  Candelabra'.  It  might  appear  therefore  that  they 
were  designed  by  Bridgens  or  Bullock,  but  Scott  to 
T  erry,  17  June  181 8:  'Chairs  for  eating  room  (to  Mr. 
Atkinson's  taste  and  yours)  one  tour  post  bed,  one 
couch  bed  (The  drawings  were  returned  to  Mr. 
Buggins  [mis-reading  ot  Bridgens]  and  marked  by 
me'.34  Terry  to  Scott,  7june  1818:  'The  pattern  chair 
[dining  room]  is  made  but  I  did  not  altogether  like  the 
effect  in  execution,  it  must  have  a  few  alterations,  the 
sideboard  and  wine  sarcophagus  will  be  very  hand- 
some'.35 This  may  explain  the  slight  differences 
between  the  executed  chair  (No.  6)  and  the  design 
(No.  5).  It  would  therefore  seem  that  these  unusual 
chairs  were  a  joint  effort  of  Atkinson  and  Terry.  When 
Bridgens  later  came  to  publish  his  book  he  presum- 
ably considered  the  designs  ot  objects  made  in  Bul- 
lock's workshop  common  property. 

The  dining  room  today  (No.  4)  looks  very  different, 
the  carpet,  drugget  and  oil-cloth  gone,  the  dark  oak 
ribs  and  emblazoned  bosses  of  the  ceiling  aire  painted 
white  and  the  red  and  gold  wallpaper  replaced  by 
white  paint.  The  red  'Mona  Marble'  fire-place  has 
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5.  Design  for  one  of 
tin- 1  )ining  Room 
chairs,  watercolour. 
Victoria  and  Albert 
Museum,  London. 

Below. 

6.  A  Dining  Room 
chair  designed 

by  Atkinson  and 
made  by  Bulloek. 
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been  painted  and  die  wainscot,  doors  and  furniture 
have  been  bleached  to  light  oak.  This  room  was  always 
prominent  in  Victorian  Guidebooks  because  Scott's 
bed  was  set  up  there  so  that  he  could  see  the  river 
Tweed  while  he  was  dying. 

The  final  phase  of  the  building  was  carried  out 
during  1 821  -1823  and  consisted  of  the  drawing  room, 
library,  study  and  great  hall  -  the  old  farmhouse  being 
finally  demolished.  A  major  change  had,  however, 
taken  place  concerning  the  manufacture  of  the  furni- 
ture since  Bullock  had  suddenly  died  on  the  1  May 
1 81 8.  Terry  to  Scott,  15  May  18 18:  'I  do  not  see  how 
the  large  concern  which  owed  its  existence,  its  conduct 
and  its  peculiar  excellence  entirely  to  the  personal 
talent  and  activity  of  poor  Bullock  can  be  continued 
longer  than  the  impetus  which  he  had  given  to  such  an 
immense  machine  remains  in  force  -  whenever  the 
orders  which  he  left  in  design  and  arrangement  arc 
finished  I  fear  the  establishment  must  either  stop  or 
dwindle  down  into  a  commonplace  character  for  it  is 
a  hopeless  expectation  that  a  man  of  equal  originality 
and  power  will  be  found  to  supply  his. place.  It  will 
take  two  years  to  execute  the  orders  on  their  books'.30 
Terry  to  Scott,  18  June  1819:  'The  concern  is  entirely 
sold  off  and  accounts  closing  -  your  other  articles  arc 
making  under  Mr.  Atkinson's  direction  by  workmen 
formerly  employed  at  Bullock's'.37 


Below. 

7.  William  Allan. 
The  Library,  Abbotsford, 
drawing,  1832. 
Xational  Gallery 
of  Scotland. 
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8.  Richard  Bridgens. 
Design  for  the 
Armoury, 

watercolour.  1818. 
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When  Scott  came  to  furnish  his  new  rooms  he, 
Terry  and  Atkinson  had  to  manage  without  Bullock's 
'originality  and  power'.  Scott  to  Terry,  5  October 
1822;  'Pray  is  there  not  a  tolerable  book  on  upholstery 
-  I  mean  plans  for  tables,  chairs,  commodes,  and  such 
like.  If  so  I  would  be  much  obliged  to  you  to  get  me  a 
copy'.38  Terry  to  Scott,  18  November  1822:  'I  have 
hunted  London  for  a  book  on  furniture  &  have 
ascertained  that  there  is  none  of  any  character,  Hope's 
is  merely  his  own  house  which  is  entirely  Grecian  & 
there  is  a  French  one  of  Bonapartes  Palaces  but  not  one 
of  a  style  appertaining  with  your  castle  ...  I  have  been 
hunting  through  a  variety  of  old  brokers'  shops,  I  have 


9.  The  Armoury,  c.  1870. 
Royal  Commission  on 
Ancient  Monuments, 
Scotland. 

10.  J.  M.  W.  Turner, 
The  Library,  August  1831, 
pencil  sketch. 
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II.  The  Drawing 
Room  photographed 
by  Washington 
Wilson,  c.  1870. 


seen  numbers  of  articles  ot  exquisite  beauty  &  charac- 
ter for  your  purposes  &  from  the  prices  marked  would 
indeed  recommend  the  principle  portion  of  your 
furniture  (I  mean  the  tasteful)  be  so  obtained  .  .  .  any 
article  of  furniture  which  these  extrordinary  reper- 
tories of  ancient  materials  cannot  supply  as  there  is  no 
book  to  apprise  us,  will  best  be  invented  by  a  com- 
mittee of  your  own  ingenious  friends  therin  skillful 
after  your  own  wishes'.39  Scott  certainly  followed 
Terry's  advice  and  purchased  mainly  antique  furniture 
for  his  new  rooms,  the  earlier  rooms  like  the  dining 
room  had  as  we  have  seen  mostly  modern  furniture. 

The  drawing  room  c .  1 870  is  shown  in  No.  r  1 ,  which 
Hay  tells  us  was  the  one  room  'abandoned  to  Lady 
Scott's  taste'.  The  fine  green  antique  Chinese  wallpaper 
was  a  present  from  a  cousin,  the  round  table  and  fire- 
screen were  modern  but  the  large  cabinet  was  very 
much  Scott's  own  taste.  This  cabinet  still  exists  and  is 
now  displayed  in  the  armoury,  and  is  said  to  have 
belonged  to  the  Marquis  ot  Montrose  (1612-1650).  It 
is  a  typical  early  seventeenth-century  Antwerp  cabinet 
on  an  interesting  early  nineteenth-century  stand. 

The  library  (colour)  in  1832  (No.  7),  contained  two 
important  pieces  of  Bullock  furniture.  Firstly,  the 
small  table  or  stand  on  which  stood  the  impressive 
Neo-classical  urn  containing  Greek  bones  which  Byron 
had  given  to  Scott  in  1815  (No.  7).  A  design  for  a 
slightly  more  elaborate  version  appears  in  the  Birming- 
ham tracing  book  (No.  13).  It  arrived  at  Abbotsford 
in  1816  and  Scott  to  Terry  12  November  1 8 16 :  'The 
very  handsome  stand  for  Lord  Byron's  vase  which  our 
friend  George  Bullock  has  equipped  me'.40  This  stand 
had  a  marble  top  and  it  is  clearly  seen  in  late  nineteenth- 
century  photographs  of  the  library  but  it  is  not  now  in 
the  house. 


12.  The  Shakespeare 
Bust  and  Pedestal 
made  by  Bullock, 
1816. 


Right,  above. 

13.  A  design  for 
the  stand  of  the 
Byron  Urn. 
Birmingham  Museum 
and  Art  Gallery. 

Right. 

14.  A  design  for  the 
Shakespeare  Pedestal. 
Birmingham  Klnsenni 
and  Art  Gallery. 
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The  second  piece  was  the  very  splendid  stand  for  a 
bust  of  Shakespeare  (No.  12).  The  design  with  its 
distinctive  crossed  brass  Thyrsi  and  wreath  occurs  in 
the  Birmingham  tracings  (No.  13).  Scott  to  J.  B.  S. 
Morritt,  22  November  1816:  '.  .  .  to  unpack  the 
Shakespeare  and  his  superb  pedestal  which  is  positively 
the  most  elegant  and  appropriate  piece  of  furniture  I 
have  ever  seen  ...  Its  arrival  has  made  a  sensation  in 
Edinburgh.  There  really  is  great  taste  in  the  form 
and  colouring  of  the  cabinet  and  it  would  do  Bullock 
immortal  honour  were  it  not  to  be  suspected  that  it  was 
executed  under  the  direction  of  a  certain  Classical 
Traveller'."41  Could  this  'Classical  Traveller'  be,  per- 
haps Hope  or  Tatham?  There  is,  as  yet,  no  known 
connection  between  them  and  Bullock.  Curiously  the 
wood  used  for  this  important  Neo-classical  piece  is 
not  mahogany  but  yew  from  Morritt's  Rokcby  estate 
in  Yorkshire.  The  bust  itselt  is  a  plaster  cast  of  the 
original  in  Stratford-upon-Avon  church.  It  was  made 
by  Bullock  at  the  suggestion  of  John  Britton  the  anti- 
quary in  1814.42  Britton  sent  Scott  a  signed  copy  of  an 
eno-ravino;  of  the  Bullock  bust,  this  is  still  at  Abbots- 
ford.  After  Scott's  death  the  bust  of  him  by  Chantry 
replaced  that  of  Shakespeare  at  the  end  of  the  library. 
That  of  Shakespeare  then  stood  in  the  drawing  room 
for  some  years  and  now  reposes  in  an  inner  hall. 

The  two  elaborately  carved  Italian  chairs  on  the  lett 
of  the  library  (No.  7  and  colour)  have  been  discussed 
elsewhere.43  The  curious  lectern  (No.  1 5)  seems  to  have 
been  made  from  fragments  of  ancient  woodwork, 
Scott  to  Terry,  18  June  1823:  'Has  an  old  fashioned 
consulting  desk  ever  met  your  eye  in  your  rambles?  I 
mean  one  of  those  which  have  four  faces  each  forming 
an  inclined  plane'.44  Terry  to  Scott  later  in  1823:  'I 
poke  about  constantly  for  a  discerningly  handsome  & 
antique  consulting  desk  and  have  been  consulting  with 
Mr.  Bridgens'.45  There  is  no  record  of  when  it  finally 
arrived  at  Abbotsford. 


15.  Scott's  consulting 
desk  made  from 
old  carvings,  c.  1823. 


16.  William  Allan. 
Scott's  Study, 
Abbots/or d, 
drawing,  1832. 
National  Gallery 

of  Scotland. 

Below. 

17.  The  Study, 
photographed  by 
Washington  Wilson, 
c.  1870. 
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rhe  spectacular  ebony  roll-top  desk  (No.  18)  can  | 
be  seen  at  the  end  of  the  library  (No.  7)  but  is  now  in 
the  drawing  room.  Terry  to  Scott  January  1823:  'One 
of  the  most  solid  &  superb  ebony  escritoires  I  ever  saw 
or  think  ever  was  in  London'.4''  Scott  decided  to  pur- 
chase it;  Terry  to  Scott,  7  February  1 823  :  'The  back  of 
it  however  did  not  satisfy  me  as  equal  to  the  rest  ...  I 
have  searched  about  among  the  hidden  stores  of  such 
curious  art  &  selected  with  great  good  luck  some  rich  & 
corresponding  specimens  of  ebony  carving  of  forms 
and  designs  so  exactly  corresponding  to  the  rest  that 
they  will  look  as  if  restored  to  their  original  place  ...  I 
shall  send  Baldock's  receipt  properly  stamped'.47  This 
desk  is  constructed  from  early  seventeenth-century 
French  panels,  but  in  its  present  form  must  date  trom 
the  early  nineteenth-century  and  it  is  perfectly  possible 
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that  it  was  made  in  Baldock'  workshop.  An  ebony 
chair  provided  by  Terry  to  go  with  it  (No.  7)  no 
longer  exists. 

Scott's  study  was  his  most  private  room,  and  in  it 
he  did  all  his  writing  (Nos.  16  and  17).  I  [e  describes  111 
'Reliquiae  Trottcosienses',  'The  gallery  and  its  contents 
are  accessible  by  a  small  stair  .  .  .  The  inhabitant  of  the 
study  therefore  it  unwilling  to  be  suprised  by  vistors 
may  make  his  retreat  unobserved  by  means  ot  this 
gallery  to  a  private  staircase  which  connects  his  study 
with  his  bedroom".  It  is  interesting  that  though  in 
many  ways  Scott  identified  with  Jonathan  Oldbuck 
the  hero  of  'The  Antiquary'  his  own  study  was  com- 
pletely unlike  that  which  he  describes  for  Oldbuck. 
Compare  the  Victorian  painting  based  upon  Scott's 
description  of  Oldbuck's  Sanctum  Sanctorum  (front 
cover)  w  ith  Nos.  16  and  17.  There  were  three  chairs 
only  in  the  study,  one  ot  which  was  Scott's  comfort- 
able modern  armchair  probably  made  by  Trotter  the 
Edinburgh  cabinet-maker.  The  single  chair  was  drawn 
by  Edward  Blore  at  Abbotstord  111  the  early  1820s 
(No.  19).  It  is  inscribed  'Chair  at  Abbotsford  supposed 
to  have  been  saved  from  the  wreck  of  the  armada'. 
Scott  presumably  gave  Blore  this  provenance  though 
is  in  fact  a  well  preserved  chair  ot  the  mid-scventecnth 
century.  Interestingly  the  crown  supported  by  cherubs 
on  the  top  rail  occurs  on  a  chair  -  supposedly  from 
Holyrood  Palace  -  in  the  Victoria  and  Albert 
Museum.'49 

The  armchair  (No.  20)  has  attached  to  its  splat  a 
brass  plate  inscribed:  'This  chair  made  ot  the  only 
remaining  wood  of  the  house  of  Robroyston  in  which 
the  Honoured  Sir  William  Wallace  was  done  to  death 
by  telon  hand  is  presented  to  Sir  Walter  Scott  Baronet 
as  a  small  token  of  gratitude  by  his  devoted  servant 
Joseph  Train  1822':  Scott  was  delighted  by  the  chair; 
Scott  to  Train,  26  May  1822:  'It  is  quite  invaluable  to  me 
who  am  filling  up  an  addition  to  my  house  in  the 
country  with  things  of  that  antique  nature'.50  Lock- 
hart  says  that  'It  was  modelled  from  an  old  chair  in 
the  Palace  of  Hamilton  and  is  nearly  covered  with 
carved  work  representing  rocks,  heather  and  thistles 
emblematic  of  Scotland  and  indented  with  brass  re- 
presenting the  Harp  of  the  North'.51  It  is  so  interestingly 
designed  and  well  made  that  it  is  frustrating  that  the 
maker  and  designer  arc  as  yet  unknown. 

Scott's  desk  (No.  17)  is  a  purely  functional  yet  hand- 
some piece  of  furniture  with  a  drop-front  secretaire 
fitting,  the  four  top  drawers  being  dummies.  This  is  the 
desk  upon  which  he  wrote  most  of  his  novels  and  it 
was  only  moved  from  his  house  in  Castle  Street 
Edinburgh  to  Abbotsford  in  the  mid-i  820's.52  Its 
design  is  closely  based  upon  a  desk  which  Scott  had 
admired  at  Rokeby  the  house  of  his  friend  Morritt. 
Scott  to  Morritt,  23  May  1810:  'I  have  a  little  commis- 
sion for  you  it  you  will  be  kind  enough  to  accept  it. 
You  know  I  fell  in  love  with  your  library  table  and 
now  that  the  Lady  |  The  Lady  of  the  Lakes]  has  put 
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crowns  into  my  purse  I  would  willingly  treat  myself 
unto  the  like'.53  Scott  to  Morritt,  9  August  1810:  'I 
must  not  omit  to  tell  you  that  Gillow's  table  has  arrived 
and  gives  great  satisfaction.  Every  one  that  sees  it  likes 
it  so  much  that  I  dare  say  I  shall  have  some  commission 
to  send  him.  His  bill  did  not  much  exceed  yours  being 
about  £30  readv  money'. 54 


1  S.  Ebony  library 
desk  probably  made 
by  Baldock  in  1823. 


Left. 

19.  Edward  Blore. 

A  seventeenth-century 
chair,  drawing,  c.  1822. 
British  Library 
A  tanuscripts 
I  department. 


Below. 

20.  The  Wallace  chair 
given  to  Scott 
in  1  Sj2. 
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The  hall  (No.  21)  is  fully  described  in  most  of  die 
many  accounts  of  Abbotsford  written  by  visitors,  but 
the  best  account  is  in  Scott's  'Reliquiae  Trottcosicnses'. 
Hay  gives  a  full  account  of  the  decoration  of  the  hall 
'With  ten  assistants  I  repaired  to  Abbotsford  on  the 
21st  of  February  1824  ...  Sir  Walter  desired  that  it 
should  all  be  done  in  imitation  of  oak,  not  like  wood- 
work newly  fitted  up  but  to  resemble  the  old  oak  carv- 
ings as  much  as  possible.  Neither  would  he  allow  it  to 
appear  like  old  oak  newly  varnished  as  he  had  strictly 
forbid  the  varnishing  of  old  oak  itself.  He  said  if  it  were 
possible  he  should  like  the  whole  to  appear  somewhat 
beaten  and  faded  as  if  it  had  stood  untouched  for  years'. 
Hay  helped  Scott  to  find  old  pieces  of  carving  to  in- 
corporate into  the  hall,  'At  the  time  [1824]  there  were 
no  shops  in  Edinburgh  such  as  those  where  old  carvings 
can  now  be  easily  obtained  -  for  I  believe  Sir  Walter's 
adoption  of  these  articles  as  a  decoration  gave  the  first 
impulse  to  the  rage  for  them  which  has  since  existed'. 
It  is  these  very  oak  carvings,  Hay's  decoration  and  the 
fascinating  assemblage  of  armour  and  other  Gabions 
which  give  the  hall  its  unique  character.  One  of  the 
few  pieces  of  furniture  in  the  hall  (No.  22)  is  a  late 
sixteenth-century  Italian  Cypress  woodchest.  Reput- 
edly the  very  one  in  which  Ginevra  the  heroine  of  the 
'Mistletoe  Bough'  met  her  ghastly  fate.  The  sad  story 
is  told  in  a  poem  entitled  'Ginevra'  by  Scott's  friend 
Samuel  Rogers 

There  then  had  she  found  a  grave! 

Within  the  chest  had  she  concealed  herself 
Fluttering  with  joy  the  happiest  of  the  happy; 

When  a  spring-lock,  that  lay  in  ambush  there 
Fastened  her  down  for  ever!55 


I  have  in  this  essay  concentrated  more  upon  the 
dining  room  than  any  other  room  because  it  is  the 
most  changed  of  all.  The  other  rooms  preserve  to  a 
remarkable  degree  their  original  schemes  of  decoration 
and  with  a  little  re-arrangement  of  their  furniture 
could  again  be  as  they  were  in  Scott's  day.36  The 
fascination  of  Abbotsford  lies,  as  indeed  it  did  for 
Scott's  contemporaries  in  its  happy  mixture  of  old  and 
new  elements.  It  was  a  very  early  example  ot  the  revi- 
val of  the  ancient  Scottish  Baronial  style  of  architec- 
ture, yet  carried  out  to  a  scale  compatible  with  modern 
domestic  use.  The  interiors  were  decorated  with  both 
ancient  objects  and  modern  pieces  of  Bullock's  furni- 
ture. The  interiors  were  comfortable,  practical  and  lit 
from  the  first  -  a  very  early  domestic  use  -  by  gas.  All 
these  disparate  elements  however  only  make  sense 
when  seen  in  the  context  of  Scott's  complex  persona- 
lity. The  influence  ot  the  interior  decoration  and  furnis- 
hings at  Abbotsford  was  I  am  convinced  widespread 
and  international.  Any  serious  study  of  the  Gothic, 
Elizabethan  or  Tudor  revivals  and  the  antiquarian 
movement  in  the  nineteenth  century  must  start  at 
Abbotsford. 


22.  The  Ginevra 

chest,  Italian, 

late  sixteenth  cemurv. 
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NOTES 

1.  J.  G.  Lockhart,  'Memoirs  of  the  Life  of  Walter  Scott,  Bart'. 
1848,  Vol.  v,  p.  378.  Hereafter  called  'Lockhart'. 

2.  Mary  Monica  Maxwell  Scott,  'Catalogue  of  the  Armour 
and  Antiquities  at  Abbotsford',  1 888. 

3.  Mary  Monica  Maxwell  Scott,  'Abbotsford,  the  Personal 
Relics  and  Antiquarian  Treasures  of  Sir  Walter  Scott', 
1893. 

4.  I  am  indebted  to  John  Ward,  David  Wright  and  Graham 
Ovenden  tor  help  concerning  Fox  Talbot's  photographs 
of  Scotland. 

5.  James  Macaulay,  'The  Gothic  Revival  1745-1845',  1975. 
This  scholarly  book  contains  a  fascinating  chapter  on 
'Abbotsford  and  its  Precursors'. 

6.  Ibid.,  p.  223. 

7.  Ibid.,  p.  224. 

8.  !  am  very  grateful  to  Hugh  Meller  for  sharing  with  me 
his  research  on  Edward  Blore. 

9.  MS  3887.  f.  161.  The  National  Library  of  Scotland 
contains  the  important  and  fascinating  series  of  letters  to 
Scott  from  his  wide  circle  of  friends  ;  there  are  some 
thousands.  Hereafter  called  nls.  I  would  like  to  thank 
Mr.  Ritchie,  Keeper  of  Manuscripts,  for  his  help 
concerning  these  letters. 

10.  nls  3889T.17. 

11.  Edited  H.J.  C.  Grierson,  'The  Letters  of  Sir  Walter  Scott 
1932-1937,  Vol.  iv.  p.  186.  There  is  unfortunately  no 
index  volume  to  this  twelve-volume  work.  Fortunately 
for  future  scholars  Dr.  James  C.  Corson  will  shortly  be 
publishing  such  a  volume.  Hereafter  called  sl. 

12.  One  of  the  best  sources  is  Brian  Reade's  'Regency 
Antiques',  1953.  E.  T.Joy's  two  articles  'George  Bullock 
Cabinet-Maker',  Country  Life,  1968,  pp.  456-457  and 
pp.  507-508  contained  new  facts  about  Bullock.  But 

of  especial  importance  for  Abbotsford  are  Anthony 
Coleridge's  articles,  'The  Work  of  George  Bullock 
Cabinet-Maker  in  Scotland',  The  Connoisseur,  Vol.  clvlh, 
1965,  pp.  249-252  and  Vol.  cldc,  pp.  13-17.  The  album 
of  tracings  is  in  The  Birmingham  Museum  and  Art 
Gallery. 

13.  'The  Dictionary  of  National  Biography'  has  a  long  entry 
tull  of  interesting  material  concerning  Terry;  after 
'Lockhart'  it  is  the  best  source. 

14.  nls  3889.11,189—192- 

15.  'Lockhart',  Vol.  m,  pp.  339-340. 

16.  sl,  Vol.  m,  p.  122. 

17.  SL,  Vol.  rv,  p.  282.  Scott  frequently  applies  this  quotation 
trom  Robert  Burn's  poem  'On  the  Late  Captain  Grose's 
Peregrinations  Thro'  Scotland  Collecting  the  Antiquities 
of  that  Kingdom'  to  his  own  collection.  He  also  used  a 
whole  verse  as  a  heading  to  chapter  in  of 'The  Antiquary'. 

He  had  a  fouth  of  o'auld  nick-nackets, 
Rusty  aim  caps,  and jinglin  jackets. 
Would  hand  the  Lothians  three  in  tackets 

A  towmond gude : 
And parritck-pats,  and  auld  saut-backets, 
Afore  the  flude. 

18.  SL,  Vol.  iv,  pp.  333-334. 

19.  SL,  Vol.  rv,  p.  347. 

20.  A.  V.  B.  Norman,  'Arms  and  Armour  at  Abbotsford', 
Apollo,  Vol.  lxxvii,  1962,  pp.  525-529.  The  armour  is  also 
extensively  covered  in  the  books  detailed  in  notes  2  and  3 . 

21.  sl,  Vol.  v,  p.  63. 

22.  NLS,  3889T.I7. 

23.  NLS,  3889T.60. 

24.  SL,  Vol.  V,  p.  171. 

25.  NLS,  3889.lf.l89— 192. 

26.  SL,  Vol.  V,  p.  3. 

27.  NLS,  3889T.I7. 

28.  NLS,  3889.fF.l89— 192- 

29.  SL,  Vol.  V,  p.  364. 

30.  D.  R.  Hay  'The  Laws  of  Harmonious  Colouring  adapted 
to  Interior  Decorations  with  Observations  on  the  Practice 
of  House  Painting'  6th  edition,  1847.  Scott  knew  Hay 
well  and  helped  him  in  his  career  see  'Lockhart',  Vol.  vn, 
pp.  219-221. 


31.  It  was  to  be  called  'Reliquiae  Trottcosienses  or  the  Gabions 
of  the  Late  Jonathan  Oldbuck'.  Oldbuck  was  the  hero  of 
'The  Antiquary'  the  site  of  whose  house  supposedly 
belonged  to  the  Monastery  of  Trottcoscy.  A  'Gabion' 
Scott  defined  as  'A  curiosity  of  small  intrinsic  value 
whether  rare  books  or  small  articles  of  the  fine  or  of  the 
usetul  arts'.  The  incomplete  manuscript  was  published  in 
two  parts  by  Mary  Monica  Maxwell  Scott  in  Harpers 
Monthly  Magazine,  European  Edition,  Vol.  xvn,  1889, 

pp.  778-788  and  The  Xineteenth  Century,  Vol.  lxvtii, 
1905,  pp.  621-633. 

32.  NLS,  3S90.f.I2. 

33.  Coleridge,  loc.  cit.,  pp.  15-17. 

34.  SL,  Vol.  V,  p.  164. 

35.  NLS,  3890.f.  12. 

36.  NLS,  3889T.94. 

37.  NLS,  3890T.128. 

38.  sl,  Vol.  vn,  p.  260. 

39.  NLS,  3895.F227.  The  two  books  referred  to  are  Thomas 
Hope's  'Household  Furniture',  1 807  and  C.  Percier  and 
P.  Fontaine's  'Recueil  de  Decorations  interieures'  1812. 

40.  sl,  Vol.  iv,  p.  289. 

41.  SL,  Vol.  rv,  p.  295. 

42.  John  Britton  'Essays  in  the  Merits  and  Characteristics 
of  William  Shakespeare',  1840. 

43.  Anthony  Coleridge,  'Andrea  Brustalon',  Apollo, 
Vol.  lxxvii,  1963,  pp.  209-212. 

44.  SL,  Vol.  vm,  p.  19. 

45.  NLS,  3896.tf.i52. 

46.  NLS,  3897.fT.23  I. 

47.  nls,  3896.fT.25.  It  looks  as  if  this  desk  came  from  Baldock 
the  famous  London  antique  dealer  who  dealt  extensively 
in  ebony,  Scott  certainly  purchased  other  furniture  from 
him.  See  Geoffrey  De  Bellaigue's  articles  'Edward  Holmes 
Baldock',  The  Connoisseur,  Vol.  clxxxix,  1975. 

pp.  290-299  and  Vol.  exc,  pp.  18-25. 

48.  British  Library  Manuscripts  Department 
add.  mss  42042. f.27. 

49.  I  am  very  grateful  to  John  Hardy  for  drawing  this 
similarity  to  my  attention.  Did  Scott's  chair  perhaps  come 
from  Holyrood? 

50.  sl,  Vol.  vn,  p.  176. 

51.  'Lockhart',  Vol.  vu,  pp.  222-223. 

52.  This  desk  can  be  seen  open  in  Plate  1  of 'Personal  Relics  . . .' 
see  Note  3,  above. 

53.  sl,  Vol.  11,  p.  343. 

54.  sl,  Vol.  11,  p.  369. 

55.  Samuel  Rogers 'Italy  a  Poem',  1830,  pp.  92-96.  It  is 
possible  that  Rogers  had  Scott's  chest  in  mind  when  he 
wrote  his  poem. 

56.  I  hope  in  the  future  to  publish  a  longer  and  more  detailed 
account  of  the  furnishing  of  Abbotsford  based  upon  the 
very  extensive  collection  of  documents  and  letters. 

Photographs.  Nos.  4, 6,  8,  14, 18,  16,  22  and  colour: 
Tom  Scott;  Nos.  1 1  and  17:  Roger  Taylor. 
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Samuel  Palmer's 
Milton  Watercolours 


Raymond  Lister 


It  has  for  long  been  claimed  that  after  his  years  at  Shoreham  Samuel  Palmer  produced 
little  work  of  consequence.  Six  watercolours  appeared  last  year  at  Messrs.  Christie's 
which  help  to  correct  that  view. 


1.  Samuel  Palmer. 
A  Towered  City 

{U  Allegro  I.  117), 
1 S6S,  watercolour, 
gouache  and 
body-colour  on 
London  board, 
20J  X  27!  inches. 
Messrs.  P.  and  D. 
Colnaghi. 

2.  Samuel  Palmer. 
The  Lonely  Tower 
(II  Penseroso  I.  85), 
1868,  watercolour, 
gouache  and 
body-colour  on 
London  board 
mounted  on  panel, 
20tV  X  27J  inches. 
Private  Collection. 


The  six  paintings  belong  to  a  group  made  by 
Palmer  between  1864  and  t 88 1  to  illustrate 
poems  by  Milton;  there  were  eight  subjects;  one,  The 
Waters  Murmuring  (II  Penseroso  I.  t 39)  is  in  a  private 
collection  and  has  been  exhibited  in  recent  years; 
another  The  Prospect  or  The  Fallen  Tree  (L'  Allegro  I. 
669)  which  was  unfinished  on  Palmer's  death,  has  not 
yet  reappeared. 

In  the  1863  winter  exhibition  of  the  'Old  Water- 
Colour'  Society,  a  watercolour  by  Palmer,  Twilight: 
The  Chapel  011  the  Bridge,  was  bought  by  Leonard  Rowe 
Valpy,  Ruskin's  solicitor.  Valpy  fancied  himself  as  a 
connoisseur;  he  did  not  like  certain  details  in  Palmer's 


drawing  and  asked  him  it  he  would  alter  th 


Pah 


always  malleable  and  anxious  to  please,  agreed,  writ- 
ing: 'You  have  exactly  described  my  own  impression 
as  to  the  lights  in  the  windows,  and  reflections.  I  think 
they  glare  a  little,  and  should  rather  glimmer'.1 

A  little  later  Valpy  again  approached  Palmer,  asking 
him  it  he  had  anything  'in  hand  which  especially 
affected  his  "inner  sympathies"  '.  Palmer  replied  that 
he  had  begun  to  consider  such  a  subject  only  three 
days  before,  a  series  of  designs  illustrating  Milton's 
L'  Allegro  and  //  Penseroso.  Valpy  commissioned  them, 
on  condition  that  he  could  offer  suggestions  and  criti- 
cism as  they  progressed.  Work  began  about  April 
1865, 2  and  the  scries  was  not  quite  finished  when 
Palmer  died  in  May  1881. 

The  six  works  from  this  group  which  were  recently 
seen  in  London  are  testimony  to  Palmer's  brilliance  as 
a  watercolourist.  Their  titles  arc:  A  Towered  City  (No. 
1),  The  Lonely  Tower  (No.  2),  Morning  or  The  Dripping 
Eaves  (No.  3),  Curfew  or  The  Wide-Water' d  Shore  (No. 
4),  The  Bellman  (No.  5)  and  The  Pastern  Gate  (No.  6). 

Preliminary  studies  for  some  of  the  subjects  exist: 
A  Towered  City,  The  Lonely  Tower,  The  Bellman,  The 
Eastern  Gate  and  The  Waters  Murmuring.  The  Lonely 
Tower  and  The  Bellman  were  also  made  into  etchings. 
The  Eastern  Gate  is  related  to  the  etching  The  Early 
Ploughman,  w  hich  was  made  before  the  watercolour. 5 
So  far,  studies  for  the  other  subjects  have  not  come  to 
light. 

As  in  Palmer's  etchings,  these  works  contain  a  life- 
time's experiences.  There  are  elements  trom  Shoreham, 


reminiscences  of  a  visit  to  Italy,  and  of  sketching  tours 
in  England,  indications  of  the  influence  of  his  father- 
in-law,  John  Linnell,  of  William  Blake,  whom  he  had 
known  in  his  youth,  and  recollections  of  classical  art. 

Shoreham  provides  many  touches,  especially  in  the 
use  of  dappling,  which  appeared  in  such  works  as  The 
Magic  Apple  Tree  and  A  Pastoral  Scene.  In  Morning, 
where  the  sun  lights  the  woman's  figure  and  the  group 
of  goats,  the  same  dappling  appears,  and  it  occurs  in 
other  parts  of  the  work,  on  the  mountains  for  instance, 
on  the  roller  and  on  the  barn  roof.  It  appears,  too,  in 
the  hills  and  folds  in  The  Eastern  Gate  and  in  passages 
in  A  Towered  City  and  The  Bellman. 

The  Bellman  is  closest  in  spirit  to  Shoreham,  with  the 
little  village  in  the  valley,  the  figures  in  the  bower,  and 
the  cattle  champing  peacefully  while  the  Bellman 
passes  on  his  way.  As  Palmer  said  of  this  subject  in  a 
letter  of  4  August  1879:  'It  is  a  breaking  out  of  village- 
fever  long  after  contact  -  a  dream  of  that  genuine 
village  where  I  mused  away  some  of  my  best  years'.4 
But  the  distant  mountains  arc  a  memory  of  Italy,  the 
whole  scene  embracing  elements  of  what  Palmer  had 
seen  in  Kent  and  in  the  Appenines  years  before,  but 
painted  with  a  confidence  absent  from  the  early  work, 
however  strong  its  visionary  power. 

There  arc  Italian  memories  in  some  of  the  other 
landscapes,  especially  in  A  Towered  City;  but  in 
Morning  they  combine  with  Devonshire  tors  and 
moorland  while  Shoreham,  perhaps  mingled  with 
other  rural  recollections,  may  be  recognised  in  the 
farm  buildings.  The  gesture  of  the  boy's  figure  at  the 
head  of  one  of  the  oxen  recalls,  in  reverse,  that  in  the 
Shoreham  study,  A  Rustic  Scene,  and  the  woman  is 
closely  related  to  similar  figures  on  ancient  gems  which 
were  much  admired  by  Palmer.5 

Blake's  influence  on  Palmer  is  clearest  111  The  Lonely 
Tower:  the  distant  trilithons  silhouetted  against  the 
sky,  the  deep  fissure  dividing  the  dreaming  shepherds 
from  the  hill  and  the  tower,  and  the  tower  itself,  its 
window  like  a  beacon,  could  have  been  suggested  by 
Blake's  symbolism.  But  one  Blake-like  symbol  which 
appears  in  the  Lonely  Tower  etching  is  omitted  from 
the  watercolour  -  the  waning  moon.  The  sky  is 
treated  differently  in  the  two  works;  in  the  etching  it 
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Samuel  Palmer's  Milton  Watercolours 


3.  Samuel  Palmer. 
Morning  or  The  Dripping  Eaves 
(II  Penscrosp  I.  123),  1869, 
watcrcolour,  goua.cjie  and  body-c  olour 
on  London  board,  19^  X  27!  inches. 
The  Duke  of  Devonshire  and  the 
Trustees  of  the  Chatsworth  Settlement. 

4.  Samuel  Palmer. 

The  Curfew  or  The  Wide  Water' d  Shore 
(II  Penseroso  I.  73),  1870, 
watcrcolour,  gouache  and  body-colour 
on  London  board,  19$  X  28  inches. 
Messrs.  Agnew. 


is  clear  and  full  of  stars,  like  Blake's  Beulah  where  I 
'every  angle  is  a  lovely  heaven';6  in  the  watercolour  iti 
is  largely  shrouded  by  banks  of  cumulus  clouds  which ! 
give  an  entirely  different  emphasis,  and  also  remind  us  | 
of  Linnell's  influence:  compare  it  for  instance  with  his 
Gleam  before  the  Storm  in  the  Walker  Art  Gallery. 

The  colouring  of  the  Milton  watercolours  is  mast- 
erly, ranging  from  the  muted  nocturnal  tones  of  The 
Bellman  and  The  Curfew  to  the  brilliant  hues  of  A 
Towered  City  and  The  Eastern  Gate.  No  doubt  Palmer's 
handling  of  colour  was  assisted  by  his  unusual  tech- 
nique, for  in  the  same  works  wash,  body-colour  and 
gouache  are  combined,  and  in  places  gum  is  thickly 
applied  giving  the  surface  an  impasto  rarely  encoun- 
tered in  watercolour.  This  was  something  he  had  used 
at  Shorcham  and  carried  with  him  into  old  age. 

Our  enthusiasm  tor  Palmer's  Shoreham  work  has 
often  submerged  the  successes  of  his  later  years. 
Certainly  many  of  his  post-Shoreham  watercolours 
seem  tame  when  compared  with  the  early  visions  and 
the  etchings,  but  here,  in  half  a  dozen  watercolours,  is 
a  proof  of  Palmer's  immense  capabilities  as  an  older 
man.  Unexpectedly  we  have,  to  paraphrase  Terence, 
seen  the  old  age  of  an  eagle.7 


Samuel  Palmer's  Milton  Watercolours 


5.  Samuel  Palmer. 

The  Bellman  (II  Penseroso  1.  83),  c.  1880, 

watercolour,  gouache  and  body-colour 

on  London  board  mounted  on  panel, 

1 9  H  X  27!  inches. 

The  Duke  of  Devonshire  and  the 

Trustees  of  the  Chatsworth  Settlement. 


6.  Samuel  Palmer. 

The  Eastern  Gate  (U  Allegro  I.  59),  c.  1880, 

watercolour,  gouache  and  body-colour 

on  London  board  mounted  on  panel, 

19J  X  27  J  inches. 

Private  Collection. 
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Her  Majesty's  Armouries 

Her  Majesty's  Tower  of  London  shares  with  the  palace  of  Versailles  the  distinction  of  being  the 
most  visited  historic  monument  in  Europe.  Nearly  three  million  people  come  each  year  to  see  the 
collections  housed  in  the  galleries ,  and  ponder  the  romantic  and  sinister  aspects  of  the  Tomer's  history. 
It  used  to  be  a  rather  forbidding  place;  but  during  the  past  twelve  years  it  has  been  transformed  into 
one  of  the  best  displayed  museums  in  the  land,  containing,  as  Dr.  Borg  points  out,  'a  representative 
collection  covering  all  aspects  of  arms  and  armour  over  a  period  of  more  than  a  thousand  years' . 
A.R.Dufty,  the  retiring  Master  of  the  Armouries  who  has  played  the  major  role  in  this 
transformation ,  writes  here  on  the  wearing  of  armour,  something  which  many  visitors  to  the 
Armouries  find  it  hard  to  envisage.  It  has  been  his  policy  to  buy  or  borrow  portraits  showing 
armour  in  use,  to  complement  the  objects  in  the  display  cases. 


Two  paintings  from  the  reign  of  Elizabeth  I 

A.R.Dufty 


Colour. 

Marcus 
Gheeraerts 
the  younger. 
Robert  Raddiffe, 
fifth  Earl  of  Sussex. 
Tower  Armouries. 


One  of  the  tacts  which  people  who  visit  the 
Armouries  in  Her  Majesty's  Tower  of  London 
find  hard  to  grasp  and  then  to  accept  is  that  their  fore- 
bears really  wore  armour  and  were  at  case  in  it,  in  the 
sense  that  it  was  comfortable  and  but  little  impeded 
strenuous  activities.  Armour  in  its  heyday  from  c.  T450 
to  the  late  sixteenth  century  was  not  an  encumbrance 
if  it  fitted  properly,  and  all  the  better  armours  were 
made  to  measure.  How  easy  armour  was  in  use  is  well 
shown  in  contemporary  or  near  contemporary  por- 
traits of  men  wearing  it.  For  this  reason  a  policy  has 
been  adopted  for  the  Tower  Armouries  of  buying 
and  borrowing  such  pictures,  which  are  being  hung 
as  appropriate  on  the  walls  of  the  newly-arranged 
galleries  open  to  the  public.  They  compliment  and  en- 
hance the  armour  since  they  are  both  instructive  and 
decorative.  Their  colour  is  a  bonus  among  displays  of 
cold  steel,  for  until  the  days  of  camouflage,  arms  and 
armour  were  seen  amid  the  blaze  of  heraldic  colours  in 
war  and,  even  more,  in  that  image  of  war,  the  tourna- 
ment. 

Presently  the  Armouries  collection  numbers  some 
twenty  portraits  and  genre  pictures,  with  another 
eleven  on  long  loan.  All  are  of  interest,  and  some  are 
notable.  Two  have  been  chosen  for  description  in  the 
following  article,  one  because  it  is  important  art- 
historically,  the  other  because  it  is  an  oddity;  both  arc 
of  men  of  some  historical  significance  and  both  are 
intriguing  studies  for  the  armour  specialist. 

The  portrait  of  Robert  Radcliffe  (1569-1629),  fifth 
Earl  of  Sussex,  the  so-called  "White  Knight',  was  the 
first  acquisition  of  its  kind  tor  the  Armouries  (colour), 
being  bought  for  the  Tower  with  financial  help  from 


the  National  Art-Collections  Fund  after  the  Henry 
Harris  sale  at  Sotheby's  on  25  October  1950,  wherein 
it  was  Lot  233.  In  1908  it  was  in  Christie's  sale  of  the 
Duke  of  Sutherland's  pictures  (8  February;  Lot  53), 
and  three  centuries  earlier  it  was  at  Lumley  Castle 
whence  it  was  sold  by  Mr.  'Christie'  in  August  1785. 
Lot  32,  after  the  death  of  Richard,  fourth  Earl  of 
Scarbrough,  then  being  bought  by  'Terry'  for  ten 
guineas. 

The  earliest  record  of  it  is  in  the  Inventory  of  the 
contents  of  Lumley  Castle  which  was  compiled  for 
John,  Lord  Lumley,  initially  in  1590  though  the  actual 
entry  for  'The  Statuarie  of  Robte  Earle  of  Sussex  Anno 
1593'  is  a  later  insertion  but  in  the  hand  of  the  compiler 
of  the  original  list.  The  picture  show  s  the  full-length, 
standing  figure  of  Radcliffe  clad  in  a  plain  Greenwich- 
made  armour  of  about  1590  tor  the  tournament 
contest  known  as  the  toot  combat  over  the  barrier. 
The  barrier  obviated  the  need  for  arming  below  the 
waist,  thus  his  short  bejewelled  and  paned  trunk-hose 
and  his  stocking-s  rolled  over  the  embroidered  can- 
nions  on  his  thighs  are  revealed:  the  shoes  have 
side-latchets  and  ties.  In  his  right  hand  he  holds  the 
combat  lance,  111  his  left  hand  his  sword  tor  use  when 
lances  were  broken  and  discarded,  and  on  the  table 
beside  him  is  his  close-helmet  with  a  splendid  crest  of 
feathers  and  silvered  papier-mache  or  starched  linen  set 
with  jewels.  Painted  on  the  background  is  the  plaint 
'Amando  et  Fidando  Troppo,  son  rovinato'  ('Loving 
and  trusting  overmuch.  I  am  ruined')  and  on  a  floor 
tile  the  title  'Radclif  Earl  of  Sussex'.  His  succession  to 
the  earldom  was  in  December  1593,  which  gives  a 
terminus  post  quern  for  the  picture. 
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Two  paintings  from  the  reign  of  Elizabeth  I 


I.  Greenwich  armour,  c.  1590, 
similar  to  that  worn  by  the 
Earl  of  Sussex  in  his  portrait, 
No.  1. 

Tower  Armouries,  Class  n-40. 
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It  the  Luniley  Inventory  entry  records  the  date  of 
the  painting,  1593,  and  not  simply  his  succession,  then 
it  may  be  conjectured  he  is  shown  in  the  actual 
armour  and  costume  which  he  had  worn  within*,  at 
most,  the  previous  five  months  when  on  17  November 
1593,  as  Lord  Fitzwalter,  he  had  for  the  first  time 
taken  part  in  one  of  Elizabeth  i's  Accession  Day  Tilts. 
The  armour  is  of  a  quality  and  the  costume  of  a  richness 
suited  to  such  royal  occasions  when  Elizabeth  was 
always  present.  As  Earl  of  Sussex  he  took  part  also  in 
most  of  the  Accession  Day  Tilts  from  1594  to  1602; 
in  1596  his  speech  to  the  Queen  was  in  all  probability 
written  for  him  by  Francis  Bacon.  These  annual  cele- 
brations of  the  Queen's  accession  are  described  in  an 
important  doctoral  thesis  'Elizabethan  Pageantry  as 
Propaganda'  by  Roy  Strong,  regrettably  unpublished. 

The  obtaining  of  personal  armours  from  the  Royal 
Workshops  at  Greenwich  was  a  particular  privilege 
and  doubtless  an  expensive  one  (No.  1).  Favour 
would  therefore  seem  to  have  secured  Radclifte  his 
Greenwich  armour,  for  his  estate  was  much  impoveris- 
hed by  debts  to  the  crown  contracted  by  his  uncle  and 
father,  the  third  and  fourth  Earls,  and  in  1597  he  sought 
military  employment  on  the  Continent,  'He  had  much 
rather',  he  said,  'make  good  an  end  in  Her  Majesty's 
service  abroad  than  to  live  in  a  miserable  poverty  at 
home'.  Nevertheless  he  was  much  at  court,  and  hence 
perhaps  the  plaint  on  the  portrait;  he  acted  as  Earl 
Marshall  in  1597  and  1601,  and  officiated  at  both  the 
creation  of  Prince  Charles  as  Prince  of  Wales  in  1616 
and  his  coronation  in  1625/6.  His  stage  and  literary 
interests  too  arc  indicated  by  the  prefatory  sonnet 
addressed  to  him  in  the  1588  translation  of  Homer's 
'Iliad'  by  the  dramatist  George  Chapman.  Undoubt- 
edly the  painting  is  by  Marcus  Gheeraerts  the  Younger 
and  is  of  importance  art-historically  in  that  it  repre- 
sents a  new  departure  in  full-length,  life-size  portraiture 
in  England  initiated  by  him. 

The  second,  affected  portrait,  contrasting  with  the 
previous  one,  is  of  Peregrine  Bertie  (1555-1601),  Lord 
Willoughby  de  Eresby  (No.  2).  He  is  shown  half  clad 
m  an  enriched  Greenwich  field  armour  and  reclining 
at  ease  on  a  grassy  knoll.  Beside  him  arc  his  helmet 
and  gauntlets  and  hanging  from  a  tree  above  is  his 
cuirass.  He  points  to  a  ruined  castle.  On  the  bank  of  an 
encircling  stream  grows  a  willow  and  beside  it  stands  a 
bustard-like  bird.  Painted  on  the  background  arc 
inscriptions  in  various  languages  and  the  first  and  third 
quarterings  of  the  Bertie  coat  of  arms,  argent  three 
battering  rams  proper,  under  a  baron's  coronet. 

It  is  one  of  the  romantic,  allusive  pictures  in  vogue 
in  Elizabeth's  reign  and  suggests  the  casual  elegance 
and  sophistication  of  a  soldier  and  aristocrat  of  consid- 
erable distinction.  The  somewhat  hieratic  character  of 
the  Sussex  portrait  is  quite  absent  from  it.  The  willow 
tree  and  the  bird  are  a  play  on  the  name  Willoughby; 
the  ruined  castle  is  the  charge  on  the  second  and  third 
quarterings  of  the  Bertie  arms,     shattered  castle  triple- 
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2.  anonymous.  Peregrine  Bertie,  Lord  Willoughby  de  Eresby. 


towered;  the  inscription  beside  the  cuirass,  'Contra 
audentior',  might  be  thought  to  allude  to  Willoughby's 
known  bravery  and  be  translated  in  the  metaphorical 
sense  of  equivalence,  'equal  in  toughness' ;  that  bek>w 
the  bird,  'Amare  de  las  dolces',  suggests  a  love  of  the 
sweets  of  life,  for  the  flesh  of  the  bustard  was  a  parti- 
cular delicacy,  and  that  above  the  castle,  'Ubique 
peregrinus  hie  domi',  implies  that  to  Peregrine  home 
was  wherever  he  might  be.  This  last  inscription  is 
explained  in  part  by  the  fourth  inscription  which 
reads  'The  Rt.  Honble.  Peregrine  Ld.  Willoughby  of 
Eresby  born  in  the  church  porch  ot  St.  Willebrode  at 
Wescl  in  Germany  Octo.  12  AD  1555',  and  in  part  by 
his  peregrination  in  Europe  in  maturity.  The  church 
porch  story  is  apocryphal  (though  it  may  have  an 
innuendo),  but  he  was  indeed  born  in  Lower  Wesel  in 
the  Duchy  of  Cleves  while  his  parents  were  in  flight 
from  the  Marian  persecutions  in  England  and  was 
naturalised  in  1559. 

Bertie  grew  up  to  be  an  accomplished  swordsman 
and  'a  master  in  the  art  military".  As  Elizabeth's  repre- 
sentative he  led  two  missions  to  Denmark,  being  de- 
puted on  the  first  to  invest  Frederick  11  with  the  Garter. 
From  the  second  he  proceeded  to  the  Low  Countries 
w  here  he  was  comrade-in-arms  to  Sir  Philip  Sydney 
and,  in  1587,  succeeded  the  Earl  of  Leicester  as  Com- 
mander-in-Chief of  the  English  forces.  His  opponent 
was  Alessandro  Farnese,  Duke  of  Parma,  whose 
portrait  is  also  in  the  Armouries. 

In  November  1580  Bertie  had  succeeded  to  his 
mother's  hereditary  title  and  in  the  following  January 
took  his  seat  in  the  Lords  as  twelfth  Baron  Willoughby 
de  Eresby.  This  establishes  a  terminus  post  quern  of 
1 580/1  for  the  portrayal,  which  may  arguably  date 
from  the  following  decade:  the  sitter  is  perhaps  in  his 
thirties  and  his  armour  is  of  the  period.  In  1586 
Willoughby's  secretary,  writing  on  behalf  ot  his  wife 
in  London,  sought  his  confirmation  of  'cousin  Wing- 
field's'  authority  to  pack  up  sixty  armours  in  his 
house  and  send  them  'to  the  armourer,  and  so  over 
sea'  to  him  in  Brabant.  'It  would  remedy  all  to  deliver 
your  pleasure  in  a  few  written  words.  To  say  truth,  it 
is  no  trifling  matter  to  empty  your  storehouse  of 
armour.  It  is  a  man's  other  treasury,  therefore  requirc- 
eth  some  warrant  from  yourself.  A  man  shall  hardlv 
get  a  robbinet  out  of  Her  Majesty's  armoury  without 
warrant'.  More  particularly,  the  secretary  soon  after- 
wards wrote  'Touching  your  armour,  bed  and  tent,  I 
can  witness  for  since  Easter,  that  upon  first  request  of 
them,  [my  Lady]  did  her  best  to  see  them  trussed  up 
and  made  ready,  going  thereabout  herself  '.  There 
seems  a  distinction  implicit  in  these  letters  (see  Lady 
Georgina  Bertie,  'Five  Generations  of  a  Loyal  House', 
1845)  between  munition  armours  in  bulk  and  one 
personal  armour.  At  the  skirmishes  at  Zutphen  in 
September  1586  Lord  Willoughby  captured  one  of  the 
enemy  commanders,  George  Cressiac.  According  to 
John  Stow  in  his  "Annales',  163 1,  when  it  came  to 


assigning  prisoners,  Crcssiac,  being  in  Lord  Leicester's 
tent,  'would  not  grant  to  be  prisoner  to  any  but  to 
him  who  unhorsed  him,  whom  he  knew  it  he  saw  him 
in  his  armour.  The  Lord  Willoughby  came  in  armour 
"This  is  the  knight  that  I  am  prisoner  to.  I  yield  to 
him"  said  he  to  the  Lord'.  Today  the  armour  in  the 
picture  is  immediately  distinguishable  as  of  Greenwich 
make. 

Well  known  to  armour  students  is  a  late  sixteenth- 
century  bound  series  of  coloured  drawings  known  as 
the  facobe  Album,  now  in  the  Victoria  and  Albert 
Museum,  London,  which  depicts  armours  and  their 
extra  pieces  in  stylised  form  and,  in  a  more  represen- 
tational way,  their  decoration  as  produced  in  the 
Royal  Workshops  at  Greenwich  during  the  second 
halt  ot  the  sixteenth  century,  that  is,  in  the  last  decade 
ot  Erasmus  Kyrkcnars'  regime  as  Master  Workman  (to 
1567),  throughout  that  ot  his  successor  John  Kelt 
(1 567-1 576)  and  much  ot  Jacob  Haider's  regime  (1576- 
c.  1605).  Several  of  the  drawings  are  superscribed  with 
the  name  of  the  man  to  whom  the  armour  belonged. 
Clearly  recognisable  on  two  of  them,  ascribed  to  'My 
Lordc  Cumpton'  and  'My  Lordc  Bucarte'  [Buckhurst], 
is  decoration  similar  to  that  of  the  Bertie  armour  in  the 
picture.  Another  drawing,  uninscribed,  of  extra  pieces 
with  the  same  decoration  was  the  pendant  to  a  third 


Some  recent  acquisitions 

Alan  Borg 


Writing  in  tqi6,  C.  J.  ffoulkcs,  then  Curator  of 
the  Armouries,  recorded  that  'from  the  year 
1 821  up  to  the  year  1894  purchases  were  made  at 
several  notable  sales  of  armour  both  in  England  and  on 
the  Continent  .  .  .  Since  the  last-mentioned  date  no 
such  purchases  have  been  made,  and  it  is  unlikely  that 
such  a  course  will  be  followed  in  the  future  unless  any 
piece  of  outstanding  historical  interest  should  come 
into  the  market,  and  even  should  this  be  the  case,  it  is 
hardly  probable  that  such  could  be  acquired  without 
the  assistance  of  private  generosity,  owing  to  the  ex- 
cessive prices  which  rule  at  the  present  day'.1 

This  gloomy  prognostication  has  happily  proved 
untrue,  and,  despite  the  'excessive  prices',  which  have 
rocketed  to  levels  that  would  have  dumbfounded 
Major  ffoulkcs,  the  Armouries  have  acquired  many 
notable  pieces  during  the  last  half  century.  In  the  past 
decade,  however,  there  has  been  a  larger  number  of 
important  additions  to  the  collection  than  in  all  the 
preceding  forty  years,  and  this  has  been  due  in  no 
small  part  to  the  policy  of  A.  R.  Dufty,  Master  ot  the 
Armouries.  It  is  only  possible  to  mention  a  few  of  the 
more  outstanding  items  here,  but  it  is  important  to  get 


Two  paintings  from  tlw  reign  oj  Elizabeth  I 

armour  drawing  now  missing,  perhaps  ot  the  Bertie 
armour. 

Greenwich-made  armour  survives  which  shows  this 
decoration  in  actuality,  namely  the  light  field  armour 
possibly  of  Lord  Buckhurst,  previously  mentioned,  in 
the  Wallace  Collection  (No.  3)  and  pieces  in  the  G.  F. 
Harding  Museum,  Chicago,  and  elsewhere.  Parts  of  a 
Greenwich  field  armour  exist  which  may  have 
belonged  to  Bertie,  but  the  surfaces  are  quite  plain.  It 
would  therefore  have  been  that  much  less  distinctive 
than  the  armour  in  the  Tower  picture. 

Three  copies  of  the  portrait  exist,  at  Grimsthorpc 
Castle  in  the  possession  of  the  Earl  of  Ancaster,at  Ayton 
Castle  in  the  possession  of  Mr.  D.J.  Liddcll-Grainger 
and  at  the  Tower.  The  second,  according  to  an  addi- 
tional inscription  upon  it,  was  copied  'from  the  original 
in  the  collection  ot  His  Grace  the  Duke  of  Ancaster 
Dec.  1739  by  Francis  Hayman'  and  came  by  family 
descent  to  Mr.  Liddcll-Grainger.  However,  the  present 
Lord  Ancaster  considers  his  portrait  too  to  be  a  copy 
and  not  the  original.  The  Tower  version  is  almost 
certainly  an  eighteenth-century  copy.  It  was  bought 
for  the  Armouries  in  1972  from  Mr.  C.  Henniker 
Heaton  to  whom  it  had  eventually  passed  from  the 
third  Lord  Gwydyr  and  twenty-second  Baron 
Willoughby  de  Eresby. 


these  in  perspective;  the  Armouries  have  not  just  been 
acquiring  spectacular  (and  therefore  expensive)  pieces. 
Our  role  as  the  national  museum  of  arms  and  armour 
imposes  the  duty  of  establishing  as  representative  a 
collection  as  possible,  and  recent  acquisitions  range 
from  excavated  fragments  of  Mediaeval  daggers  to 
Victorian  toy  muskets.  Thus,  quietly  and  still  relatively 
inexpensively,  the  Armouries  have  been  both  consoli- 
dating and  extending  their  range,  and  can  now  fairly 
claim  that  there  is  no  museum  in  the  world  with  a 
better  representative  collection,  covering  all  aspects  of 
arms  and  armour  over  a  period  ot  more  than  a 
thousand  years. 

Inevitably,  however,  it  is  the  major  acquisitions 
which  attract  the  limelight,  and  it  is  only  right  to 
concentrate  on  them  here.  Normally  such  acquisitions 
come  singly  -  a  finely  decorated  gun  or  a  rare  and 
beautiful  helmet  -  but  the  last  decade  has  also  seen  the 
purchase  of  two  major  collections,  each  comprising 
many  hundreds  of  pieces.  The  first  of  these  came  in 
1967  when  the  Corporation  of  Leeds  offered  for  sale 
the  collection  of  a  Licgcoisgunmaker,  Francois  Renkin. 
Renkin  formed  his  collection  in  the  early  years  of  this 
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I.  Armour  made 
in  Nuremberg. 
c  1 540. 

from  the  Williams 
Cellecaon. 


century,  and  on  his  death  it  was  presented  to  the  city 
ot  Leeds,  and  exhibited  tor  manv  Years  at  Temple 
Newsarn  House.  As  Defined  a  gunmaker,  the  collection 
comprised  largely  firearms,  and  natorallv  included 
many  examples  ot  Liege  workmanship,  providing  a 
major  addition  to  the  Study  Collection  of  Firearms 
already  housed  in  the  Tower.  Renkin  also  collected 
swords,  especially  eighteenth-  and  nineteentb-cenmrv 
military  patterns,  and  these  too  were  a  welcome  addi- 
tion. However,  a  more  spectacular  and  artistically 
more  interesting  collection  was  that  ot  Dr.  Richard 
Williams,  which  the  Armouries  acquired  in  1974, 
together  with  his  extensive  library. 

Williams  was  one  ot  the  last  ot  the  old  school  of 
armour  enthusiasts,  belonging  to  the  generation  that 
produced  such  colourful  characters  as  Charles  Beard 
and  F.  H.  Cripps  Day.  Over  the  years  he  had  built  up 
an  extensive  and  important  collection,  especially  of 
armour,  and  among  the  many  fine  pieces  which  came 
to  the  Tower  one  or  two  are  worthy  of  particular 
attention.  There  is  a  splendid  and  complete  German 
armour,  made  in  Nuremberg  c.  1 540,  which  is  certainly 
the  best  single  suit  in  the  Williams  group  (No.  1).  It 
rejoins  an  old  friend  at  the  Tower,  tor  there  was 
another  Nuremberg  armour,  ot  much  the  same  date, 
already  in  the  Tower  (Class  No.  n-4),  which  had  been 
purchased  for  the  Armouries  at  the  sale  ot  the  Bemal 
collection  in  1855;  the  Williams  suit  was  in  this  same 
sale,  and  the  two  armours  had  been  purchased  to- 
gether some  vears  earlier  from  an  Oxenhani's  sale. 

O  J 

They  are  now  back  together  again,  and  are  both  on 
display  in  the  sixteenth-century  gallery  in  the  White 
Tower. 

The  Williams  collection  also  brought  to  the  Tower 
a  fine  and  rare  Italian  armet  ot  c .  15 10,  and  a  group  of 
very  high  quality  English  pikemen  s  armours,  which 
have  been  identified  by  my  colleague  Russell  Robinson 
as  some  of  the  latest  products  ot  the  Royal  Armouries  at 
Greenwich.  There  is  an  outstanding  Flemish  horse- 
man's helmet  ot  c.  1620  (No.  2),  which  retains  its  orig- 
inal blued  and  gilt  surfaces  and  its  red  silk  lining,  along 
with  many  other  good  pieces  ot  armour.  Williams  had 
little  interest  in  firearms,  but  he  did  like  fine  swords, 
collecting  English  and  especially  Hounslow  blades  of 
the  seventeenth  century.  Several  such  swords  were 
already  in  the  Armouries,  and  the  addition  ot  the 
Williams  ones  gives  the  Tower  an  unparalleled  group. 
From  the  same  collection  came  several  sword  hangers 
and  belts,  faced  in  velvet  and  with  gilt  buckles  and 
hooks,  as  would  have  been  worn  with  rich  rapiers  in 
the  seventeenth  century;  such  items  are  great  rarities 
todav,  on  account  of  their  perishable  nature. 

A  word  should  be  added  about  Dr.  Williams'  lib- 
rarv,  which  has  not  only  helped  to  fill  many  gaps  in 
the  Armouries  Library,  but  also  included  documentary 
material.  There  is  Sir  Samuel  Meyricks  own  copy  of 
his  pioneering  treatise  "Anrient  Armour'  (1824),  inter- 
leaved with  his  original  drawings,  and  also  an  invalu- 
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2.  Helmet  ofZischagge  type,  probably  Flemish, 
c.  1620,  from  the  Williams  Collection. 

able  series  ot  scrapbooks  containing  prints,  drawings, 
and  watercolours  ot  the  Tower  and  its  Armouries. 

No  other  collections  have  been  acquired,  but  there  is 
one  very  remarkable  group  ot  objects  which  has  been 
assembled  over  the  last  few  years.  This  is  the  series  of 
church  helmets  which  now  reside  in  the  Tower,  some 
acquired  by  purchase,  others  deposited  in  the  Armour- 
ies tor  safe  keeping  by  the  churches  themselves.  This 
story  really  starts  in  1974,  with  the  purchase  of  the 
Broadwater  helm  from  Sotheby's  for  the  record  sum 
of  twenty-two  thousand  pounds.  It  was  sent  for  sale 
from  the  church  of  Broadwater,  near  Worthing,  where 
it  hung  over  the  tomb  of  the  eighth  Lord  De  La  Warr 
since  his  death  in  1526.  This  purchase  opened  the  whole 
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question  of  whether  the  church  was  entitled  to  sell 
objects  such  as  funeral  achievements  or  whether  these 
remained  the  property  ot  the  family  -  a  dispute  which 
is  still  not  finally  settled.  However,  it  was  clear  trom 
the  start  that  the  Armouries  had  to  try  and  acquire  the 
helm  once  it  was  on  the  market,  both  on  account  of  its 
quality  and  of  its  historical  associations.  The  saleroom 
record  proved  to  be  a  bargain  for  the  Tower,  since 
incumbents  were  suddenly  made  to  realise  the  potential 
value  ot  church  armour.  In  several  cases  this  realisation 
resulted  in  valuable  and  rare  helmets  being  deposited 
in  the  Tower,  in  exchange  for  exact  glass  fibre  replicas 
made  in  the  Armouries'  workshops,  to  replace  the 
originals  in  the  churches.  In  an  age  when  no  church 
property  is  safe  from  theft  this  is  clearly  a  sensible 
policy,  and  one  which  has  brought  to  the  Tower  an 
unparalleled  collection  of  early  helms. 

Within  the  last  few  months  this  group  has  been 
further  strengthened  by  the  purchase  of  a  mid- 
fourteenth-century  great  helm,  which  is  only  the  third 
example  ot  its  type  and  period  known.  The  other  two 
have  long  been  recognised,  for  they  are  the  Black 
Prince's  helm  in  Canterbury  Cathedral  and  the  helm 
of  Sir  Richard  Pembridge  in  the  Royal  Scottish 
Museum,  Edinburgh,  and  formerly  in  Hereford 
Cathedral.  Unfortunately,  the  Tower  helm  has  no 
recorded  provenance,  but  it  is  a  near  twin  of  the 
Pembridge  helm  and  is  surely  the  work  ot  the  same 
crattsman,  who  was  presumably  an  Englishman.  It  is 
fitting  that  this  very  rare  piece,  which  is  a  relic  of  the 
most  romantic  period  ot  English  chivalry,  should  have 
come  to  rest  in  the  Tower.  It  can  be  seen  in  its  chrono- 
logical place  among  the  truly  formidable  group  of 
helms  illustrated  in  No.  3. 


3.  A  group  of  helms: 
front  row  (left  to  right): 

a.  Great  helm, 
English,  c.  1350; 

b.  Helm,  English, 
late  fourteenth 
century,  from  the 
tomb  of  Sir  Reginald 
Braybrook,  Cobham 
Church,  Kent. 

c.  Helm  for  the 
joust,  last  quarter  of 
the  fourteenth 
century.  From  the 
tomb  of  Nicholas 

H. nvberk,  Cobham 
Church,  Kent. 

d.  Helm  for  the  joust, 
probably  English, 
early  fifteenth 
century.  From  the 
tomb  of  Sir  William 
Barendync,  Haseley 
Church,  Oxfordshire. 
Back  row  (left  to  right): 

e.  Helm  for  the  joust, 
Flemish  or  Italian, 

c.  1 520.  From  the 
tomb  of  the  eighth 
Lord  de  la  Warr, 
Broadwater  Church, 
Worthing,  Sussex. 

f.  Helm  for  the  joust, 
probably  English, 

I .  1  j20.  From  the 
tomb  of  Sir  Thomas 
Brooke,  Cobham 
Church,  Kent. 

g.  Helm  for  the  joust, 
probably  English, 

c.  1520.  From  the 
tomb  of  Sir  John 
Gostvvick, 

Willington  Church, 
Bedfordshire. 
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There  have  been  many  other  important  armour 
acquisitions,  such  as  the  purchase  ot  the  legs  of  Henry 
vm's  tonlet  armour,  or,  in  the  oriental  held,  of  a  very 
fine  seventeenth-century  Japanese  armour,  but  we 
must  pass  on  to  the  firearms  collection,  where  the 
additions  have  been  equally  spectacular.  The  most 
elaborate  (and  certainly  the  most  expensive)  item  is  the 
pair  of  pistols  made  c.  1690  by  the  Huguenot  gunmaker 
Pierre  Monlong,  almost  certainly  for  his  royal  patron 
William  in  (No.  4).  These  are  arguably  the  finest  ex- 
tant pistols  to  have  been  made  in  England,  having 
walnut  stocks  decorated  with  superbly  inlaid  silver, 
the  lock  and  other  metal  parts  elaborately  chiselled, 
and  the  barrels  blued  and  gilt.  For  many  years  these 
pistols  were  exhibited  at  the  Victoria  and  Albert 
Museum,  lent  by  the  Duchess  of  Westminster,  but 
when  they  came  on  to  the  market  in  1974  it  was  clear 
that  the  Armouries  was  the  only  national  museum  in 
a  position  to  try  to  acquire  them.  Frantic  efforts  were 
made  to  raise  sufficient  funds  to  buy  the  pistols  in  the 
saleroom,  but,  as  so  often  happens,  the  museum  was 
outbid  and  was  then  faced  with  the  possibility  of  these 
national  treasures  being  sold  abroad  for  an  even  higher 
sum.  An  application  for  an  export  licence  for  the 
pistols  was  stopped  to  allow  the  Armouries  to  raise  the 
sum  ot  ninety  thousand  pounds  to  buy  them  for  the 
nation.  A  national  appeal  was  launched  (for  the  first 
time  in  the  history  of  the  Armouries)  but  there  is,  it 
seems,  still  a  general  reluctance  on  the  part  of  the  public 
to  regard  a  weapon  as  either  a  work  of  art  or  as  a 
national  treasure,  although  anyone  who  has  examined 
the  Monlong  pistols  can  have  no  doubt  on  either  score. 


The  tact  that  the  Armouries  did  acquire  the  pistols 
should  be  regarded  as  a  major  triumph,  even  if  it  is  one 
which  we  are  still  paying  for  in  the  form  of  a  mortgage 
on  our  purchasing  grant. 

Almost  exactly  a  year  before  this,  a  complementarv 
long  gun  had  been  acquired:  a  fowling  piece  by 
Andrew  Dolep,  another  immigrant  gunmaker  who 
came  to  London  in  1680.  This  too  is  elaborately  decor- 
ated in  silver,  with  chiselled  mounts,  and  once  more  it 
required  a  stop  on  export  before  the  Tower  could 
acquire  it.  However,  it  came  at  an  opportune  moment, 
for  in  May  1974  the  new  Sporting  Gallery  in  the  White 
Tower  was  opened  by  the  Duke  of  Edinburgh,  and  the 
Dolep  gun  was  included  in  the  case  of  specially  en- 
riched weapons.  Alongside  it  in  this  case  is  another 
exceptional  gun,  with  a  stock  entirely  of  brass.  This  is 
an  early  seventeenth-century  Scottish  piece,  elaborate- 
ly engraved  overall  with  foliage  patterns  and  including 
a  royal  crown  on  the  butt,  which  suggests  that  it  could 
have  been  made  for  James  vi  ot  Scotland  (and  1  of 
England).  When  this  was  acquired  comparatively 
cheaply  in  1965  it  was  the  only  known  Scottish  long 
gun  with  a  full  metal  stock,  but  a  second  almost  identi- 
cal weapon  has  since  come  to  light,  and  this  is  now  in 
the  National  Museum  ot  Antiquities  in  Edinburgh. 

This  Scottish  acquisition  was  balanced  in  the  same 
year  by  the  purchase  of  a  superb  English  snaphaunce 
gun,  dated  1590,  the  stock  ot  which  is  elaborately  in- 
laid with  staghorn  forming  foliage  patterns,  inter- 
spersed with  plaques  showing  tigures  ot  soldiers  and 
animals.  This  is  one  ot  the  best  examples  ot  its  type  and 
date  in  existence,  and  it  is  now  matched  bv  a  little 
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English  snaphauncc  pistol,  of  much  the  same  date, 
which  is  profusely  inlaid  with  horn  and  mother-of- 
pearl,  while  the  barrel  retains  traces  of  gold  damascen- 
ing (No.  5).  This  pistol  was  purchased  at  Christie's  in 
[971,  tor  what  then  seemed  the  astronomical  price  of 
ten  thousand  guineas. 

All  these  weapons  are  examples  of  what  may  fairly 
be  termed  the  gunmaker's  art,  but  there  have  been 
odier  acquisitions  which,  for  quite  different  reasons, 
arc  no  less  remarkable.  One  example  among  many  is 
the  prize  percussion  target  rifle  given  to  Edward  G. 
Ross  for  winning  the  title  of  champion  shot  of  Great 
Britain  at  Wimbledon  in  i860  (No.  6).  In  mint  condi- 
tion, this  comes  in  its  original  rosewood  case,  lined  in 
red  velvet,  and  with  its  ivory  mounted  accessories  -  the 

I  sort  of  complete  and  perfect  example  of  a  cased  gun  to 
delight  the  heart  of  every  collector. 

Firearms  come  in  all  sizes,  and  at  the  other  end  of  the 

I  scale  several  cannon  have  been  added  to  the  collection; 
t\\  0  of  the  more  unusual  of  them  deserve  notice  here. 
Fust,  a  French  eighteen-pounder  bronze  gun  which 
was  recovered  from  the  wreck  of  hms  Association  111 
1967.  The  fact  that  a  British  ship  was  carrying  French 
guns  is  puzzling,  but  it  may  be  explained  by  another 
gun  found  on  the  same  wreck  which  bore  the  name 
'vigo'.  This  probably  indicates  that  the  guns  were  cap- 

,  tured  at  the  battle  of  Vigo  in  1702,  w  hen  a  Spanish 
treasure  fleet  under  French  escort  was  attacked  in  Vigo 
harbour  by  an  Anglo-Dutch  force.  The  Association  was 
present  at  this  action,  and  may  well  have  continued  to 
carry  the  captured  guns  as  trophies  (and  eminently 
useful  ones  too).  Five  years  later,  in  1 707,  the  Association 
took  part  in  the  siege  of  Toulon,  but  on  her  way  home 
she  was  caught  in  a  treacherous  current  oft  the  Scillies 
and  wrecked,  preserving  the  secrets  of  her  armament 
until  she  was  located  by  a  Royal  Navy  diving  team 
in  1967. 

Since  the  Association  guns  were  raised,  undersea 
archaeology  has  become  a  major  and  popular  activity, 
and  it  is  often  difficult  to  ensure  that  work  is  earned 
out  properly  and  finds  are  reported.  The  second  can- 
non to  be  mentioned  here  also  came  from  the  sea, 


6.  Cased  percussion  sporting  and  target  rifle 
by  Joseph  Harkom,  Edinburgh. 
Presented  to  Edward  Ross, 
Champion  Shot  of  Great  Britain  i860. 

although  when  and  from  what  wreck  is  not  known 
(No.  7).  This  is  a  bronze  saker  (a  gun  of  culvcrin  type, 
usually  a  five  to  six  pounder)  which  is  dated  1555  and 
signed  by  the  well-known  Dutch  founder  Remiev  dc 
Halut.  Its  particular  interest  is  that  it  bears  the  arms  of 
King  Philip  11  of  Spain  as  King  of  England  (arms  which 
he  claimed  in  consequence  of  his  marriage  to  Queen 
Mary).  A  pair  of  similar  though  larger  guns  by  the 
same  founder  and  bearing  the  same  arms  were  re- 
covered from  the  wreck  of  the  Armada  ship  La 
Trinidad  I  'alencera  oft  the  coast  of  Donegal  in  1971,  and 
the  chances  are  that  the  Tower  gun  also  came  from  an 
Armada  vessel.  It  has  the  unmistakable  green  patina  of 
an  underwater  find,  but  it  had  long  been  out  of  the  sea 
when  it  came  to  the  Tower  and  its  provenance  was 
lost. 

Finally,  some  mention  may  be  made  of  acquisitions 
in  the  field  of  edged  weapons,  although  here  the  new 
items  have  been  rather  less  spectacular,  for  the  simple 
reason  that  very  few  especially  fine  examples  have 
come  on  the  market.  Nonetheless,  there  have  been 
several  interesting  additions,  over  and  above  the  very 
good  group  of  swords  which  came  with  the  Williams 
collection.  A  recent  purchase  is  a  fine  Mediaeval  fight- 
ing sword,  very  similar  in  form  to  the  so-called  sword 
of  Henry  v  preserved  in  Westminster  Abbey,  which 
preserved  traces  of  red  enamelling  on  the  pommel  and 
bears  etched  foliage  decoration  on  the  blade  (No.  8). 
This  decoration  would  seem  to  dafe  the  sword  to  the 
second  half  of  the  fifteenth  century,  confirming  that 
the  Westminster  sword  cannot  be  that  of  Henry  v  (an 
attribution  first  throw  n  into  question,  by  Sir  James 
Mann2).  Other  good  swords  include  an  Italian  broad- 
sword of  c.  1540  with  a  chiselled  iron  guard,  and  an 
interesting  broad-bladcd  hunting  sword  made  at 
Greenwich  111  the  seventeenth  century.  Elowcvcr, 
probably  the  most  interesting  single  sword  is  that 
which  belonged  to  Major  General  Worsley,  who  was 


7.  bronze  saker 

In  Reniigy  de  1  talut . 

dated  1  s"  S  S. 
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one  of  Oliver  Cromwell's  most  trusted  aides  (No.  9). 
This  is  datable  to  between  1651-1656,  and  provides  an 
early  example  of  a  fully  developed  small  sword  hilt.  It 
is  of  French  manufacture  and  is  lavishly  decorated  \vjth 
gold  damscening,  the  grip  bound  in  silver-gilt  mesh, 
and  with  its  original  scabbard.  What  is  surprising  is 
that  Worslcy  was  one  of  the  most  puritanical  of 
Cromwell's  officers,  renowned  for  his  rigorous  sup- 
pression of  all  forms  of  frivolity,  yet  at  the  same  time 
prepared  himself  to  wear  the  very  latest  and  fanciest  of 
Parisian  imports. 

At  the  beginning  of  this  article  it  was  pointed  out 
that  only  a  few  of  the  many  acquisitions  of  the  past 
decade  could  be  mentioned,  and  a  full  catalogue  of  the 
new  pieces  would  fdl  many  pages.  However,  no 
article  on  additions  to  the  Armouries  would  be  com- 
plete without  giving  due  recognition  and  thanks  to  the 
various  bodies  which  have  helped  us  during  this  period 
to  raise  the  very  substantial  sums  of  money  involved. 
First  and  foremost  is  the  Department  of  the  Environ- 
ment itself,  under  whose  jurisdiction  the  Armouries 
come,  which  has  always  done  its  utmost  to  help  save 
major  pieces  tor  the  nation.  The  National  Art-Collec- 
tions Fund  has  also  been  extremely  generous,  particul- 
arly in  view  of  the  numerous  cries  for  help  with  which 
it  has  to  deal.  The  Pilgrim  Trust,  the  Armourers  and 
Brasiers  Company,  and  other  City  bodies  have  also 
come  to  our  aid,  and  we  are  more  than  grateful  to  all 
of  them.  However,  the  necessity  of  raising  very  large 
sums  of  money  has  also  involved  the  Armouries  in  the 
controversial  practice  of  disposing  of  surplus  and 
duplicate  pieces,  in  order  to  pay  for  major  acquisitions. 
No  museum  likes  having  to  sell  items  from  its  collec- 
tion, and  in  the  case  of  the  Tower  great  care  has  been 
taken  not  to  dispose  of  pieces  from  the  old  arsenal  and 
to  ensure  that  every  item  sold  has  a  duplicate.  In  the 
case  of  our  most  recent  large  purchase,  the  fourteenth- 
century  great  helm,  a  solution  was  found  by  selling  a 
number  of  pieces  directly  to  the  Glasgow  City 
Museum  and  Art  Gallery,  thus  keeping  the  objects 
within  a  museum  context,  and  this  sort  of  transaction 
may  well  have  to  be  considered  again  in  the  future. 
The  policy  of  acquisitions  and  the  responsibility  for 
finding  the  money  to  pay  for  them  has  been  the  work 
of  A.  R.  Dufty  and  his  staff.  No  Master  of  the  Armour- 
ies has  done  more  to  enrich  the  collection,  and  the 
many  fine  acquisitions  now  proudly  displayed  in  the 
White  Tower  will  serve  as  a  permanent  reminder  of 
this  achievement. 

NOTES 

1.  C.J.  tfoulkes,  'Inventory  and  Survey  of  the  Armouries 
of  the  Tower  of  London',  1916,  Vol.  1,  pp.  14-16. 

2.  J.  G.  Mann,  'A  Sword  and  a  Helm  in  Westminster  Abbey', 
The  Antiquaries  Journal,  Vol.  11,  193 1,  pp.  405-409. 


Relief  Ornamentations 

in  Staffordshire  earthenware  and  stoneware 


j.W.Elliott 


leliet  ornamentations  have  been  used  continuously  in  Staffordshire  since  the  seventeenth  century  as  a  form  of 
lecoration  on  both  earthenwares  and  stonewares.  Such  wares  usually  fall  within  two  distinct  categories;  namely 
hose  pieces  which  received  their  moulded  patterns  as  an  integral  part  of  the  pot's  surface  by  pressing  or  casting 
lavs  in  porous  ceramic  or  plaster  of  Paris  moulds,  and  a  second  group  decorated  by  a  separate  process  using 
lottery  or  metal  moulds  into  which  the  potter  has  pressed  reliefs  for  application  to  the  surface  of  the  already 
brmed  vessel.  In  this  article  Mr.  Elliott  traces  the  development  of  the  latter  technique. 

ro  a  large  extent  potters  have  related  their 
chosen  methods  to  factors  dictated  by  the 
rcvailing  art  style  of  the  period.  For  example, 
tococo  and  Gothic  forms  were  more  appro- 
riately  interpreted  by  the  first  mentioned  tech- 
j  ique  whilst  the  clean  cut  relief  ornaments  for  a 
j  I  Vedgwood  jasper  urn  were  best  achieved  by 
sing  separately  moulded  (sprigged)  and  applied 
notifs.  The  term  sprigging  was  in  common 
isage  during  the  eighteenth  century  to  describe 
be  small  reliefs  applied  initially  to  unglazed  red 
;  tonewares. 

It  w  ill  be  seen  that  in  North  Staffordshire  there 

vas  a  long  period  dominated  by  the  manufacture 

>f  semi-experimental  wares  followed  by  a  phase 

vhich  saw  the  emergence  of  great  technical  skills 

-pitomised  by  the  relief  ornamented  wares  made 

>y  Josiah  Wedgwood  and  his  contemporaries. 

t  hese  Neo-classical  wares  of  the  last  three  decades 

>f  the  eighteenth  century  were  preceded  by  a 

ange  of  red  stonewares  and  lead-glazed  earthen- 
wares traditionally  associated  with  the  names 

Elers,  Astbury  and  Whieldon.  It  is  well  known 

hat  the  red  stonewares  made  in  Holland,  and  by 

Bottger  in  Germany,  were  originally  inspired  by 

:he  Yi-Shing  wares  imported  from  China  during 

he  iate  seventeenth  century.  Similarly,  redwares 

produced  in  England  by  John  Philip  and  David 

Elers  at  their  Bradwell  potworks  were  also 

idapted  from  Oriental  prototypes.  It  is  a  long- 

aeld  tradition  that  the  Elers  based  their  making 
I  methods  on  information  conveyed  to  them  by  a 

certain  John  Chandler, 1  a  former  employee  of  the 
!  Fulham  potter  John  Dwight.  Recent  researches, 
]  the  results  of  which  were  delivered  to  the  English 
I  Ceramic  Circle,2  have  shown  that  the  Elers 

developed  a  revolutionary  method,  in  the  con- 
I  text  of  potting  in  North  Staffordshire,  of  vessel 
!  formation  by  casting  or  pouring  the  red  Brad- 
well  slips  into  porous  moulds  of  either  soft-tired 

earthenware  or  plaster  of  Paris,  an  innovation 
i  recognised  by  Wedgwood  and  described  by  him 

in  a  letter  to  his  partner  Thomas  Bentley.3 

Because  of  the  inadequate  examination  of  wares 

traditionally  attributed  to  the  Elers'  output  their 

manufacturing  process  had  not,  since  Wedgwood, 

been  properly  established. 

I.  Elers  red  stoneware,  c.  1695.  The  narrow- 
mould  margins  are  some  indication  of  the 
technical  quality  of  their  sprig  moulds. 
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In  common  with  Dvvight  they  ornamented 
their  teawares  with  small  relief  motifs  produced 
from  metal  dies.  Experiments  recently  under- 
taken using  replicas  of  the  metal  stamps  found  at 
Fulham  confirm  that  these  ornamentations  were 
easily  applied  by,  first  of  all,  thumbing  clay  into 
the  intaglio  details  provided  by  the  mould  follow- 
ed bv  bringing  the  filled  mould  into  contact  with 
the  vessel's  dampened  surface.  The  adhesion  pro- 
vided by  the  moist  plastic  clay  was  found  to  be 
sufficient  to  draw  the  moulded  relief  and  to  facili- 
tate attachment.  Many  surviving  examples  of 
Elers-type  wares  bear  the  mould's  outlines  where 
pressure  was  needed  for  the  adhesion  of  intricate 
or  extra  dry  motifs.  The  belief  that  oiling  the 
metal  dies  would  have  aided  this  part  of  the  deco- 
rating process  was  not  substantiated  in  these  ex- 
periments. This  practice  of  bringing  the  clay- 
fillcd  moulds  to  the  pot  was,  therefore,  a  technique 
imposed  by  the  problems  of  handling  fragile  and 
detailed  reliefs.  The  narrow  margins  surrounding 
the  sprigs  on  Elers'  stonewares  (No.  i)  are  some 
indication  of  the  care  taken  in  the  preparation  of 
their  metal  dies. 

To  what  extent  John  Chandler  was  responsible 
for  the  methods  practised  by  the  Elers  is  difficult 
to  ascertain  for  all  the  extant  examples  of  late 
seventeenth-century  red  stoneware  examined  by 
the  author  were  made  by  slip  casting;  further- 
more it  has  been  stated  by  Miss  Mavis  Biinson  of 
the  British  Museum4  that  she  has  failed  to  discover 
any  parallels  to  the  Dwight  moulds  on  surviving 
Elers/Dwight  stonewares.  Chandler's  contribu- 
tion to  the  Elers'  output  was  possibly  related  to 
the  production  of  saltglazed  stoneware.  Until  the 
results  of  the  Fulham  excavations  are  published 
this  aspect  of  the  Elcrs/Dwight/Chandlcr  rela- 
tionship arc  far  from  clear. 

There  is  a  puzzling  transition  between  the  later 
Elers'  stonewares  of  c.  1700  and  those  red  wares 
made  in  Staffordshire  by  their  imitators.  The 
most  acceptable  explanation  is  provided  by  an 
assessment  of  the  Elers'  production  methods.  The 
casting  process  whereby  Bradwell  clays  were 
diluted  with  water  to  a  creamy  consistency  and 
poured  into  absorbent  moulds  was  totally  alien  to 
the  potters  of  North  Staffordshire.  Although  none 
of  the  chemicals  we  associate  with  modern  casting 
techniques  were  known  to  the  Elers,  their  recog- 
nition of  certain  clays  as  being  suitable  for  casting 
places  them  on  a  higher  level  of  technical  com- 
petency than  their  contemporaries  in  the  district. 
Furthermore,  as  metal  workers  they  were  able  to 
make  metal  dies  for  raised  ornamentations,  an 
advantage  unlikely  to  be  shared  by  many  other 
potters.  The  casting  process  used  for  their  red- 
wares  was  probably  developed  as  a  result  of  their 
lack  of  experience  on  the  potter's  wheel. 

Those  red  stonewares  made  in  Staffordshire 
following  the  Elers'  departure  were  formed  either 
by  throwing  and  turning  or  by  a  press  moulding 
technique  using  plastic  clay  and  moulds  simi- 
lar to  those  used  by  the  Dutchmen.  l'ost-Elcrs- 
typc  wares  display  various  standards  of  technical 
achievement.  For  example,  lead  glazed  earthen- 
wares of  the  Astbury/Whieldon  type,  especially 
when  at  the  unglazcd  stage,  are  invariably  crude. 
Potsherds  excavated  from  the  Whieldon  site  at 
Fcnton  Vivian  bear  evidence  iff  a  surprisingly  care- 
less approach  to  the  attachment  of  ornaments 
direct  from  their  moulds.  A  teapot  waster  (No.  2) 
decorated  with  an  excess  of  sprigging  is  evidence 
that,  at  least,  Whieldon  was  experiencing  some 
difficulty  in  the  transference  and  application  of 
relief  decorations.  Where  it  was  found  necessary 
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*  2.  Teapot  waster,  c.  1745,  from  the  Whicldon 
iite excavations  at  Fenton  Vivian.  Mould 
outlines  may  be  seen  surrounding  all  us  relief 
decorations  where  it  was  necessary  to  apply 
:xtra  pressure  for  the  sprig's  attachment. 

5.  Crudely  sprigged  wares  decorated  by  the 
Implications  of  relief  ornamentations  following 
:heir  removal  from  the  sprig  moulds, 
'.  1745.  Excavated  Fenton  Vivian. 

to  exert  extra  pressure  the  mould's  outlines  are 
learlv  visible  surrounding  the  springs.  As  no 
moulds  of  pre- 1 750  date  have  ever  occurred  on 
recorded  excavations  in  Staffordshire,  we  are 
.mablc  to  state  with  certainty  whether  they  were 
>f  metal  or  a  ceramic  material.  After  careful 
rumination  of  a  large  assortment  of  relief  orna- 
mented wares  I  am  inclined  to  believe  that  many 
if  their  original  patterns  w  ere  c  an  ed  in  a  block  of 
plaster  of  Paris;  from  such  a  prototype  it  would 
lave  been  possible  to  produce  a  working  block  in 
earthenware  or  stoneware.  Working  blocks  were 
common  in  the  stock  of  all  industrial  potters 
from  the  late  eighteenth  century  onwards,  in- 
variably being  made  of  a  durable  material  to 
.•liable  the  production  of  a  large  number  of 
moulds  without  wear  or  damage  to  the  master 
positive.  Pottery  or  'pitcher'  moulds  were  made 
by  placing  the  master  block  into  a  rigid  box  or 
cylinder.  Clay  pressed  over  the  relief  and  retained 
by  the  walls  of  the  box  would  receive  details 
Yielded  by  the  pattern.  After  firing,  moulds  so 
formed  provided  sprigs  for  general  production. 

The  finds  excavated  from  the  Whicldon  site, 
although  unstratified,  may  be  representative  of 
production  from  a  comparatively  long  period, 
possibly  for  up  to  five  years.  They  also  vary  quite 
substantially  111  their  standards  and  methods  of 
decoration.  The  traditional  red  stonewares  related 
stylistically  and  technically  to  those  formerly 
made  by  the  Elers  were  not  made  by  casting,  but 
were  quite  clearly  shaped  by  press  moulding  or 
throw  ing.  The  finest  details  on  these  w  ares  were 


ornamented  by  attaching  the  motifs  while  still  in 
their  moulds,  for  again  the  mould's  perimeter 
marks  may  be  seen  on  these  wasters.  Other  frag- 
ments provide  evidence  of  true  sprigging  where 
the  ornamentations  were  lifted  from  their  moulds, 
dampened  with  water  or  thin  slip  and  pressed  In 
hand  onto  a  variety  of  hollow  wares.  Without 
exception  these  are  the  larger  reliefs  which  could 
be  handled  without  damage  to  their  fragile  de- 
tails. A  further  development,  related  to  the  in- 
creased thickness  of  certain  motifs,  is  demonstrat- 
ed by  an  assortment  of  extremely  crude  sprigged 
wares  (No.  3).  These  occur  in  a  buff  unglazed 
body  probably  intended  for  finishing  by  the 
application  of  a  clear  lead  glaze  over  vine  leaves 
and  grape  ornamentations,  and  extant  wares  of 
this  type  occur  with  size-gilding  applied  to  these 
decorations.  As  they  were  without  the  mould 
outlines  seen  on  other  wasters  from  this  site  it  is 
possible  that  they  represent  early  attempts  to 
attach  sprigged  motifs  following  separation  from 
their  moulds.  We  have  further  evidence,  in  the 
form  of  a  stoneware  block  (No.  4)  bearing  mul- 
tiple grape  reliefs,  that  experiments  were  taking 
place  at  Fenton  to  improve  the  quality  of  mould- 
ed decorations.  Local  mould-making  traditions 
suggest  that  this  item  was  made  as  a  pattern  for 
sprig  moulds  as  separate  grape  reliefs  arranged  on 
a  single  block  are  unsuitable  prototypes  for  the 
individual  moulds  used  for  die  to  pot  ornamen- 
tations. Upon  checking  through  the  mass  of 
wasters  from  the  Whicldon  site  it  was  found  that 
there  were  examples  of  grape  relief  wares  that 
had  been  decorated  by  both  of  the  techniques 
described.  These  variations  could  be  interpreted 
as  samples  of  the  progress  made  with  the  adoption 
of  improved  methods.  At  the  same  time  caution 

4.  Left.  Grape  block  from  which  working  moulds 
in  either  plaster  of  Paris  or  earthenware  were 
taken.  Right.  Fragment  of  red  stoneware  showing 
the  relative  superiority  of  sprigs  applied  to 
wares  that  were  to  be  left  unglazed. 
Both  from  Fenton  Vivian  and  c.  1745-1750. 


5.  Tankard  waster,  c.  1755,  representing 
an  important  stage  in  the  development  of 
ornamenting.  The  festoons  were  lifted  from 
their  moulds  and  applied  by  hand  using  a 
watery  slip  for  attachment.  Excavated 
Fenton  Vivian. 


is  needed  when  dealing  with  wares  that  merely 
display  contrasts  in  standards  of  workmanship. 
We  know,  for  example,  from  documentary 
records,  that  children  were  employ  ed  to  carry  out 
a  variety  of  minor  tasks.  A  note  in  Thomas 
Whieldon's  account  book  dated  1752  records  the 
appointment  of  little  Bet  Blower  'to  learn  to 
flower'.  I  think  it  is  safe  to  equate  this  job 
description  with  the  trade  we  now  term  orna- 
menting. It  is  logical,  therefore,  that  a  young 
apprentice  would  be  less  able  and  confident  than 
a  worker  of  longer  standing. 

An  important  waster  (No.  5)  from  the  same 
site,  which  reflects  some  positive  progress  in  the 
practice  of  sprigging,  is  a  fragment  of  a  buff,  un- 
glazed tankard  decorated  with  applied  festoons  in 
red  clay.  This  motif  would  have  been  a  difficult 
subject  to  apply  by  either  the  mould  to  pot 
method  or  the  more  skilled  technique  of  remov- 
ing* decorative  details  from  their  moulds  before 
application.  Surface  evidence  provides  confirma- 
tion that  this  piece  was  ornamented  by  the  latter 
method.  The  delicacy  and  size  of  these  festoons 
anticipate  those  which  appear  on  jasper-wares 
during  the  1780s.  While  Whicldon  never  took 
the  use  of  applied  ornament  beyond  a  fairly 
elementary  stage,  his  partner  Josiah  Wedgwood 
was  to  apply  his  knowledge  and  manual  dex- 
terity to  achieve  standards  of  unprecedented 
quality. 

Soon  after  his  occupation  of  the  Ivy  House  in 
Burslem,  Wedgwood  embarked  on  a  series  of 
experiments  to  extend  the  range  of  bodies  and 
glazes  and  to  develop  materials  for  specialised 
purposes.  Contrary  to  the  writings  of  numerous 
authorities  since  Simeon  Shaw  I  believe  that  the 
unglazed,  vitrified  body  called  basalt  was  per- 
fected in  every  detail  by  Josiah  Wedgwood, 
('English  Ceramic  Circle  Transactions',  Volume 
10),  who  mildly  alludes  to  this  claim  in  a  letter 
written  to  Bentley   instigated  by  Humphrey 
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6.  Detail  of  one  of  the  early  basalt  teapots, 
possibly  Wedgwood,  c.  1760.  The  vines 
and  leaves  are  similar  to  those  on  the 
Whicldon  type  cream  jug  in  No.  7. 
City  Museum,  Stoke-on-Trent. 

Palmer's  infringement  of  his  patent  for  encaustic 
painting;  '17th  September,  1769  ...  1  want  to 
talk  very  seriously  to  my  Dear  friend  about  en- 
caustic vases,  pray  sit  down,  take  a  pipe,  and 
compose  yourself.  If  our  potters  once  make  the 
black  body  they  will  mimick  the  painting  as  soon 
as  they  see  it'. 

For  many  years  local  potters  had  been  making 
full  use  of  iron-oxide  as  a  colouring  agent  in  both 
bodies  and  glazes.  The  so-called  'Cistercian 
wares'  of  the  seventeenth  century  owe  their  black 
glazes  to  a  semi-saturated  solution  of  ferric  oxide. 
Similarly  'Jackfield-typc'  pots  made  in  Stafford- 
shire and  Shropshire  received  their  body  and 


7.  Cream  jug,  detail,  Whicldon  type, 
c.  1755.  See  No.  6. 
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glaze  colours  as  a  result  of  the  presence  of  iron 
compounds.  Wedgwood's  knowledge  of  these 
wares  may  have  suggested  to  him  the  'Egyptian 
black'  or  basalt  clay  which  was  only  a  short 
transition  from  these  earlier  pieces.  Two  small 
teapots  in  the  City  Museum,  Stoke-on-Trent 
(No.  6),  may  be  early  examples  of  Wedgwood's 
use  of  the  black  semi-stoneware  body.  There  is  an 
interesting  similarity  between  certain  sprigged 
grapes  and  leaves  found  on  early  cream-coloured 
wares  (No.  7),  Whicldon  type  teawares  of  the 
tortoiseshell  variety  and  those  which  embellish 
the  crabstock  spout  teapot  in  No.  6. 

There  are  faults  on  the  sprigs  of  this  piece,  not 
so  easily  discernible  on  glazed  wares,  related  to 
the  fact  that  if  a  pot  is  allowed  to  dry  beyond  a 
certain  stage  any  motifs  applied  to  its  surface  will 
be  more  susceptible  to  detachment.  The  marked 
disparity  in  their  respective  water  contents  is  the 
cause  of  unequal  contraction  which  in  turn  will 
inevitably  lead  to  further  problems  cither  before 
or  after  firing.  The  tool  marks  which  may  be 
seen  near  the  edges  of  the  grapes  and  leaves,  on 
the  basalt  teapot,  are  evidence  of  the  potter's 
remedial  measures  to  correct  this  problem.  This 
feature,  plus  the  absence  of  mould  marks,  con- 
firms a  general  impression  that  the  vines  and 
berries  were  applied  after  being  removed  from 
their  moulds. 

While  Wedgwood's  familiarity  with  this 
frustrating  problem  would  have  increased  his 
awareness  of  its  potential  occurrence  there  was  no 
immediately  recognisable  solution.  In  later  years 
the  fault  was  to  recur  on  more  complex  bodies 
thereby  creating  proportionately  troublesome 
and  expensive  delays  in  production. 

Wedgwood's  independence  during  his  early 
years  in  Burslem  led  to  experiments  involving 
the  adoption  of  Neo-classicism  and  dry-bodied 
wares.  The  high-quality  demanded  for  the  suc- 
cessful interpretation  of  this  style  instigated  his 
trials  ot  'pitcher'  moulds  for  relief  ornamenta- 
tions. Although  written  some  years  later  than  the 
early  Burslem  years  a  letter  to  Bentley  dated  the 
1  and  2  August  1 777  records  some  of  his  thoughts 
on  the  manufacture  tind  merits  of  pottery 
moulds:5 


.  .  .  If  you  have  the  medal  of  the  K  of  Sweden  pray  j 
send  it  -  we  will  not  hurt  it  &  can  take  a  day  mould  \ 
from  a  medal,  that  will  last  for  ever,  &  continue  its  I 
sharpness,  but  from  a  mould  we  must  first  make  a 
medal,  then  burn  it,  &  take  a  mould  in  clayfrojy 
this  burnt  medal.  This  clay  mould  must  likewise  be  1 
burnt,  &  lastly  the  medals  requir'd  must  be  made 
out  of  these  clay  moulds,  so  that  the  operations  are 
multiplied,  &  the  medal  diminish' d  very  much  by 
having  our  original  in  a  mould  &  not  a  medal.  This 
holds  in  all  medals  of  two  sides  which  are  generally 
in  low  relief,  for  plaistcr  moulds  cannot  bear  a 
sufficient  force  in  pressing  to  make  such  small  low 
reliefs  perfect,  &  besides  they  soon  lose  their  own 
sharpness. 

Wedgwood  discovered  that  he  could  reduce 
modelled  reliefs  using  the  natural  process  which 
clays  undergo  during  drying  and  firing.  Starting! 
with  a  conveniently  large  prototype  he  would! 
produce  from  it  a  mould  in  clay  which  was  then! 
fired,  the  operation  being  repeated  until  thc[ 
model  was  reduced  to  the  desired  dimensions. 

He  also  went  to  considerable  lengths  in  hisl 
search  for  subjects  which  could  be  reproduced  inl 
pottery.  Casts  were  taken  from  the  extensive  col-l 
lections  of  Classical  gems  in  the  British  Museum! 
and  plaster  models  and  sulphur  moulds  purchased! 
from  James  Tassie  in  London.  Both  Henry 
Webber  and  William  Hackwood  were  engaged! 
to  produce  models  in  clay  and  wax.  Duringf 
Webber's  trip  to  Italy  he  was  instructed  by! 
Wedgwood  to  forward  waxes  in  separate  con-l 
signments  as  a  precaution  against  their  total  loss! 
in  transit. 

In  1 77 1  Hackwood  was  set  the  task  of  design-! 
ing  and  adapting  portrait  subjects  for  cameos  and! 
plaques.  As  these  were  to  be  in  basalt  or  the! 
single-coloured  unglazed  stoneware,  the  model-l 
led  details  and  their  backgrounds  were  pressed  inl 
one  operation.  The  two  hundred  and  eighty-five! 
cameos  and  intaglios  listed  in  Wedgwood's! 
"Ornamental  Catalogue'  of  1773  included  white,! 
pseudo-jasper  pieces,  later  to  be  painted  in  un-l 
fired  colour  by  the  public.  By  1775  he  was  ex-l 
perimcnting  with  sprigged  details  previously! 
formed  in  moulds,  then  fired  and  applied  to  their! 
backgrounds  with  a  borax  frit.  This  procedure] 
was  adopted  with  two-colour  wares  as  an  im-| 
provement  on  the  earlier  practice  of  colouring! 
the  unglazed  backgrounds  of  earthenware! 
plaques  with  enamel  colours  fused  at  a  low! 
temperature  firing.  In  spite  of  Wedgwood's! 
supervision  and  the  skills  of  his  painters  thesel 
hand  painted  examples  are  frequently  marred  byl 
their  uneven  grounds  and  woolly  outlines.  Again,! 
Wedgwood's  correspondence  with  BentleJ 
records  the  technical  problems  which  inevitably! 
surround  untried  materials  and  processes: 

Etruria  15th  January  1775. 
I  shall  not  answer  for  it  when  the  ground  is  bro't 
up  to  its  proper  heat,  &  degree  of  vitrification,  only  I 
this  I  may  assert,  that  the  thinner  the  white  relief  is,  I 
the  more  liable  it  will  be  to  be  stain'd  -  That  those 
heads,  &  figures  which  can  be  made  separately, 
undercut  a  little  at  the  edges,  then  fixed  to  the 
ground  &  fired  bisket  will  be  less  liable  to  staining 
still  than  the  Head  in  paper  C.  -  But  the  Heads  and  jl 
Figures  which  can  be  made  and  fired  separate, 
&  fixed  on  afterwards,  will  be  totally  free  from 
this  inconvenience,  &  may  have  the  great 
advantage  of  a  perfectly  even,  &  polished  ground.  -  1 
This  will  be  the  ultimate  perfection  of  our  Cameos-  H 
They  will  then  be  absolute  -  I  shall  not  attempt  to  j 
proceed  any  farther  in  improving  them,  but  apply 
my  attention  to  multiplication  only. 


Relief  Ornamentations 


Wedgwood  was  obviously  dissatisfied  with  his 
painted  backgrounds,  hence  the  two-colour 
cemented  experiments  of  1775.  As  we  can  see 
from  this  letter  the  alternatives  open  to  him  were 
no  less  free  from  potential  problems.  The  cement- 
ing of  backgrounds  and  motifs  with  a  borax  paste 
incurred  extra  production  costs  and  necessitated 
.111  additional  firing.  Furthermore,  the  idea  was  in 
itself  restricting  to  future  developments  for  it 
could  only  be  used  when  the  ornamentations 
were  being  laid  on  flat  surfaces.  The  Portland 
Vase  would  never  have  been  possible  had  Wedg- 
wood halted  at  this  stage  of  his  experimental 
programme.  As  he  was  not  producing  jasper 
hollow  wares  until  the  1780s  such  problems  were 
of  no  immediate  concern.  It  is  also  interesting  to 
note  that  in  joining  reliefs  in  their  fired  state  he 
was  breaking  with  a  tradition  established  by  the 
Elers  a  century  earlier.  Also  it  is  obvious  that  he 
was  soon  aware  of  the  need  to  control  the  warp- 
ing of  his  plaques,  a  consideration  that  will  be 
truly  appreciated  by  the  practical  potter.  To  have 
fused  separately  fired  decorative  motifs  at  a 
second  firing  was  more  demanding  and  trouble- 
some than  the  formulation  of  a  body  which 
could  bejoined  with  water  or  slip  in  its  clay  state. 
In  spite  of  these  technical  obstacles  Wedgwood 
was  prepared  to  undertake  the  manufacture  of 
cemented  jasper  wares.  His  separately  fired  back- 
grounds did  offer  certain  compensations  not 
shared  by  plaques  and  cameos  decorated  in  their 
clay  state,  namely  the  polishing  of  their  blue- 
grounds  with  lapidary  equipment.  A  letter  dated 
the  12  December  1774  provides  a  description  of 
the  problems  encountered  when  the  polishing 
was  performed  on  items  already  at  the  post 
cementing/luting  stage: 

The  red  &  white  Onyxes,  I  apprehend,  will  not 
part  in  the  operation  of  polishing.  The  black  and 
white  ones  only  appear  liable  to  that  accident,  those 
to  compositions  not  uniting  cordially  together  at 
present ;  but  I  have  no  doubt  of  a  union  being  made, 
both  binding,  &  lasting  between  the  Parties. 

In  spite  of  Wedgwood's  extensive  correspond- 
ence with  Bentley,  containing  stcp-by-step 
descriptions  of  his  trials  and  experiments,  it  is  not 
clear  whether  there  was  a  gradual  transition  from 
post-fired  cementing  to  the  attachment  of  details 
in  their  clay  state,  or  that  he  alternated  his 
methods  to  cope  with  technical  problems  as  they 
occurred.  I  believe  that  he  was  principally  con- 
cerned with  the  discolouration  of  relicts  by  the 
darker  stains  contained  in  their  grounds,  and  that 
this  was  the  prime  factor  in  his  choice  of  techni- 
ques. He  rarely  expressed  any  concern  over  the 
purely  manual  skills  involved  in  the  removal  of 
clay  ornamentations  from  their  potters  moulds. 
This  is  rather  surprising  when  examined  against 
the  background  of  wares  being  produced  before 
1760  for  it  is  clear  that  Whieldon  and  his  imitators 
were  hampered  by  their  crude  approach  to  the 
application  of  relief  motifs.  By  contrast  Wedg- 
wood's ornamentors  were  to  achieve  near 
miracles  (No.  8)  with  fragile  and  minute  traceries 
of  clay  laid  down  without  disfigurements  to  their 
finely  modelled  details. 


8.  Vase  ornamented  with  the  subject  of 
Hercules  in  the  garden  of  the  Hesperides, 
designed  by  John  Flaxman,  c.  1790. 
This  is  a  good  example  of  the  high  quality  of 
Wedgwood's  relief  ornamental  wares  in  jasper. 
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Relief  Ornamentations 


Notes  and  letters  of  the  early  1770s  further 
describe  problems  encountered  when  unwanted 
oxide  colour  was  dispersed,  causing  contamina- 
tion of  white  spriggings: 

Etruria,  5th  July  1 776. 

I  have  no  difficulty  now  in  making  small  Cameo 
heads  with  blue-black  grounds ,  but  their  staining 
the  white  so  abominally  .  . .  We  must  make  those 
parts  thicker ;  but  that  will  take  more  time,  new 
moulds  &c,  &  we  have  clay,  everlasting,  moulds 
already. 

Staining  occurs  on  thin  ornamentations  from 
c.  1775  until  the  late  nineteenth  century.  This 
feature  is  an  inevitable  outcome  of  vitrification 
whenever  clays  are  either  unsuitably  fluxed  or 
fired  to  high  temperatures.  Although  Wedgwood 
was  not  using  felspathic  materials  in  his  jasper 
recipe,  the  flux  barium,  in  both  its  sulphate  and 
carbonate  forms,  would  have  induced  the  neces- 
sary chemical  reaction  conducive  to  translucency, 
thereby  revealing  the  underlying  coloured  body 
or  slip.  Wedgwood  was  equally  aware  of  the 
various  shrinkage  characteristics  of  different 
bodies  that  were  to  cause  him  delays  in  produc- 
tion on  numerous  occasions.  He  discovered  that 
reliefs  would  either  detach  themselves  during 
drying  or  curl  in  firing,  faults  which  could  recur 
on  new  shapes  or  with  the  arrival  of  chemically 
variable  materials.  In  spite  of  the  apparent  opti- 
mism conveyed  in  certain  letters  dated  before 
1775,  Wedgwood  was  not  to  achieve  near  satis- 
faction with  his  jasper  mixture  until  the  latter 
part  of  1777: 

Etruria,  yd  Nov.  1 777.  „ 
. . .  /  have  tried  my  new  mixing  of  Jasper  L  &find 
it  very  good.  Indeed  I  had  not  much  fear  of  it, 
but  it  is  a  satisfaction  to  be  certain,  &  I  am  now 
absolute  in  this  precious  article  &  can  make  it 
with  as  much  facility,  &  certainty  as  black  ware. 

By  1777  plaques,  large  and  small,  were  being 
decorated  with  sprigs  attached  in  their  clay  state 
with  water.  Once  the  relative  variations  in  con- 
traction had  been  brought  under  control  it  was  by 
far  the  most  convenient  and  flexible  method  of 
ornamentation.  Wedgwood's  tour  de  force  was, 
without  doubt,  the  production  of  his  replica  of 
the  Portland  or  Barberini  Vase  in  1790.  Because 
of  the  nature  of  its  ornamentations  and  colour  it 
was  to  resurrect  many  of  the  old  manufacturing 
defects  encountered  during  his  early  experiments 
for  the  jasper  body.  He  experienced  scaling  or  the 
detachment  of  figures  during  drying  and  tiring, 
plus  blistering  and  warping  of  the  vase  due  to  the 
need  to  vitrify  at  one  temperature  both  the  black 
jasper  and  the  white  reliefs.  Wedgwood's  corres- 
pondence t6  his  son,  compiled  during  the  sum- 
mer of  1790,  refer  to  experiments  with  the 
combination  of  blue  and  black  stained  bodies  and 
outline  the  problems  arising  out  of  their  incom- 
patibility. Nevertheless,  it  appears  that,  by  vary- 
ing the  principal  ingredients,  he  was  able  to 
arrive  at  a  successful  formula.  Because  the  stand- 
ard basalt  body  was  totally  unsuitable  as  a 
ground  for  reliefs  made  from  his  jasper  clay,  its 
manufacture  was  of  little  value  in  the  experiments 
undertaken  to  arrive  at  a  suitable  body  for  the 
Portland  Vase.  Examination  of  the  first  edition  of 
1790  will  illustrate  the  incredible  progress  made 
since  the  1750s  in  the  application  of  separately 
moulded  reliefs.  Wedgwood  and  his  contempo- 
raries in  the  dry  body  field  were  by  necessity 


extra  careful  in  their  finishing  techniques  on 
bodies  whose  defects  could  not  be  masked  by  a 
covering  of  glaze.  The  recruitment  of  highly 
gifted  modellers  such  as  Flaxman,  Tassie  and 
Hackwood  was  an  important  contributory  factor 
to  the  technical  finesse  of  relief  ornamented  stone- 
wares. For  his  part  the  working  potter's  achieve- 
ment was  a  combination  of  manual  dexterity  and 
deeper  understanding  of  the  nature  of  clays  under 
drying  and  firing  conditions. 

The  early  nineteenth  century  saw  a  continua- 
tion of  well-tried  sprigging  methods  on  earthen- 
ware, stoneware  and  porcelain.  There  was, 
unfortunately,  a  general  decline  in  standards  of 
workmanship  soon  after  c  1820  and  the  excesses 
demanded  by  the  Victorian  public  gave  rise  to  a 
new  approach  to  relief  ornament.  The  reliefs,  no 
longer  attached  as  a  separate  process,  were  exe- 
cuted on  the  model  and  formed  part  of  the  vessel. 
Designs  were  conceived  which  were  dependent 
for  their  forms  and  decoration  on  production  by 
press  moulding  or  slip  casting.  As  a  result  the 
craft  ofsprigging  was  to  be  neglected  except  by  its 
major  exponents  Wedgwood  and  Adams. 
Outside  Staffordshire  there  were  potters  using  the 
old  methods  on  such  diverse  wares  as  saltglazcd 
stoneware  and  lustre  decorated  earthenware. 

There  was  a  revived  interest  in  fine  relief 
decorations  with  the  development  of  pdte-sur- 
pdte  by  Marc  Louis  Solon  at  Mintons  during  the 
late  nineteenth  century.  Inspired  by  Chinese 
porcelain  pdte-sur-pate  was,  at  first,  a  very  indi- 
vidual method  of  ceramic  decoration  for  its 
motifs  were  achieved  by  painting,  carving  and 
modelling  slips  on  wares  in  their  unfired  or  clay 
state.  This  was  a  lengthy  and  complicated  practice 
often  requiring  weeks  and  months  of  work  on 
the  decoration  of  a  single  item.  In  later  years 
Mintons  simplified  the  application  of  pdte-sur- 
pate  by  the  introduction  of  moulds  of  plaster  of 
Paris  bearing  ornamentations  in  intaglio.  Artisans 
were  trained  to  paint  slips  into  these  patterns 
which  were  subsequently  attached  to  plates  and 
hollow  wares  by  a  simple  procedure  whereby  the 
moulds  were  assembled,  filled  with  liquid  clay, 
and  inverted  to  drain  away  the  surplus  slip,  the 
reliefs  being  firmly  attached  to  the  cast/formed 
vessel.  This  method  of  decorating  ceramics  was 
not  descended  from  the  sprigged  Whieldon 
wares  and  other  related  stonewares,  indeed  there 
are  closer  parallels  with  Elers  wares  formed  by 
casting  in  absorbent  moulds.  From  a  purely 
technical  standpoint  the  jasper  wares  of  the  late 
1770s  and  1780s  represent  the  epitome  of  tradi- 
tional sprigging,  ideals  summarised  by  Wedg- 
wood in  a  letter  written  in  1786: 

One  thing  I  persuade  myself  you  will  observe,  that 
they  have  been  objects  of  very  much  labour  &  time, 
every  ornament  &  leaj  being  first  made  in  a 
separate  mould,  then  laid  upon  the  vase  with  great 
care  and  accuracy  &  afterwards  wrought  over  again 
upon  the  vase  itself  by  an  artist  equal  to  the  work ; 
for  from  the  beginning  I  determined  to  spare  neither 
time  nor  expense  in  modelling  &  finishing  my 
ornaments,  &  have  the  satisfaction  to  find  that  my 
plan  has  hitherto  met  with  the  approbation  of  my 
friends,  for  the  purchasers  of  every  nation  declare 
them  to  be  the  highest  finished  &  cheapest 
ornaments  now  made  in  Europe. 


G.  W.  Elliott  is  First  Assistant, 
City  Museum  and  Art  Gallery, 
Stoke-on-Trent. 


NOTES 

1.  'During  the  years  1693  to  1697  Dwight 
instigated  a  lengthy  series  of  actions  in  the 
Court  of  Chancery  against  various  potters 
whom  he  accused  of  infringing  his  second* 
patent  (No.  234).  This  second  patent  was 
granted  in  June  1684.  In  his  first  action,  dated 
20  June  1693,  Dwight  complained  that  John 
Chandler,  whom  he  had  employed  as  a 
labourer  for  several  years,  had  been  enticed 
away  by  John  and  David  Elers  of  Fulham  and 
James  Morley  of  Nottingham  and  that  they 
had  injured  Dwight's  trade  and  reputation  by 
making  inferior  copies  of  his  ware'.  Miss 
Mavis  Bimson,  'English  Ceramic  Circle 
Transactions',  Vol.  5,  Part  2. 

2.  'Staffordshire  Red  and  Black  Stonewares', 
paper  read  to  the  English  Ceramic  Circle, 
October  1975,  by  the  author  of  this  article. 
To  be  published  in  Volume  10  of  the 
Circle's  Transactions. 

3.  Etruria,  I9july  1777 (E.18772-25), 
Wedgwood  to  Bentley. 

4.  'John  Dwight'  by  Miss  Mavis  Bimson, 
'The  English  Ceramic  Circle  Transactions', 
Volume  5,  Part  2. 

5.  Tins  and  all  further  Wedgwood/Bentley 
letters  are  held  by  the  Wedgwood  Museum 
archives  at  Barlaston  and  at  Kcele 
University. 
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Silver  vases  and  their  purpose 


Michael  Stiodin 


Small  vase  or  urn-shaped  containers  with  lids  are  well-known  in  English  silver  of  the  second  half  of  the  eighteenth 
;entury.  They  are  usually  found  in  sets  of  three,  one  vase  being  taller  than  the  other  two,  and  unlike  the  sets  of 
ea  caddies  and  sugar  bowls  found  in  fitted  boxes,  they  almost  always  lack  a  lockable  case.1  Rococo  examples 
ire  frequently  accompanied  by  ladles.  Sir  Charles  Jackson  considered  such  vases  to  be  tea  caddies,2 
1  description  with  which  most  subsequent  commentators  have  substantially  agreed;  in  this  article  Mr.  Snodin 
suggests  that  many  and  perhaps  most  of  these  vases  were  intended  to  contain  mustard,  sugar  and  pepper. 


The  earliest  surviving  sets  date  from  the  late 
1 740s  and  are  of  restrained  and  plain  design 
(No.  2).  At  about  the  same  time  a  Rococo  type 
appeared  which  was  to  last  until  the  early  1760s, 
formed  as  a  vase  of  waisted  profile  with  a  high 
foot,  handles  at  the  shoulder  and  a  low  or  a  tall 
and  domed  cover.  Although  some  examples  are 
barely  touched  by  the  style  (No.  3)  others  are 
among  the  most  flamboyant  examples  of  English 
Rococo  silver  (No.  4).3  They  are  often  provided 
with  cast  silver  ladles,  which  are  sometimes 
designed  to  hang  oft"  the  side  of  the  vase.  Almost 
invariably  the  bowl  of  the  larger  ladle  is  pierced 
with  large  holes,  the  bowls  of  the  other  ladles 
being  respectively  solid  and  pierced  with  small 
holes  (No.  5). 


During  the  1760s  a  more  restrained  Rococo 
type  developed  (No.  6)  in  keeping  with  the  later, 
lighter  phase  of  the  style.  From  the  1770s  until 
shortly  after  1800  most  of  the  Neo-classical  vase 
shapes  were  used,  but  by  far  the  most  popular 
was  that  having  high  looped  handles  and  a  tall 
cover  of  waisted  profile  (No.  7).  There  are  two 
sets  of  this  Neo-classical  type  in  the  Royal  collec- 
tions, hall-marked  in  1789  and  1792.  In  the  in- 
ventory of  the  plate  drawn  up  by  Garrard  and 
Company  in  1914  they  are  described  as  'Vases 
with  ladles  for  mustard  pepper  sugar'.4  The  basis 
of  the  Garrard  inventory  was  a  list  of  Royal  plate- 
drawn  up  in  1832,  probably  by  Rundell  Bridge 
and  Company,  in  which  the  same  sets  appear,  for 
which  'Three  fluted  vases  for  mustard,  pepper 


1 .  Two  tea  caddies  and  a 
sugar  container,  silver  gilt, 
of  the  type  supplied  with  a 
fitted  box,  London,  1751-1752, 
maker's  mark  of  Samuel  Taylor. 
Victoria  and  Albert  Museum,  London. 

and  sugar  with  three  ladles'  is  a  typical  entry.5 

A  small  silversmith's  drawing  in  the  Victoria 
and  Albert  Museum  (No.  8)  shows  a  set  of  the 
same  type  of  vase  clearly  inscribed  'Three  Vases/ 
for/Mustard  Sugar  Pepper',  and  the  widespread 
use  of  vases  for  this  purpose  during  the  Neo- 
classical period  is  suggested  by  numerous  refer- 
ences in  the  ledgers  of  Garrard  and  Company 
and  their  predecessors,  now  in  the  Victoria  and 
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Albert  Museum.  Two  such  entries,  rullcr  than 
most,  run  as  follows:  '3  Vases  for  Sugar,  Mustard 
&  peper  [sic],  fluted  bodies  leaf  handles  Shells  on 
Covers  &c  .  .  .  (1809).  To  3  fluted  Antique  Vases 
for  Sugr.  pep.  &  Mustd.  /  To  a  Glass  lining  to  the 
Mustd.  /  To  3  ladles  for  do.  Engd.  with  Crests 
(1790)'.6 

It  is  clear  from  the  descriptions  in  the  ledgers 
that  such  sets  were  usually  provided  with  one  01 
more  glass  liners  and  three  ladles.  Many  surviv- 
ing vases  have  had  their  covers  notched  to  receive 
the  latter,  but  the  only  recorded  sets  to  have  re- 
tained both  elements  are  apparently  those  in  the 
Royal  collections,  and  even  in  these  the  glasses 
seem  to  be  replacements,  and  the  ladles  appear  to 
have  been  altered.7  Even  rarer  are  stands,  the  onh 
example  known  to  me  being  a  stand  for  a  single 
mustard  vase  of  1790  in  the  Royal  collections/ 
The  drawing  in  No.  9,  however,  shows  that 


Left,  above. 

2.  Set  of  vases,  London  1747-1748, 
maker's  mark  undecipherable. 
The  covers  are  notched  tor  ladles. 

I  'utoria  and  Albert  Museum,  London. 
Left,  below. 

3.  Set  of  condiment  vases  and  ladles, 
London  1757-1758,  maker's  mark 
of  Edward  Wakelin. 

The  Earl  of  Lonsdale. 
Right,  above. 

4.  Set  of  condiment  vases  and  ladles, 
probably  'vase  casters',  London, 
two  1759-1758,  one  1762-1763, 
makers'  marks  of  Edward  Wakelin 
and  John  Parker. 

I  'ictoria  and  Albert  Museum,  London. 
Right. 

5.  Ladles,  all  unmarked, 
from  the  sets  in  Nos.  3  and  4. 

6.  Set  of  vases, 
probably  for  condiments, 
London,  1767-1768, 
maker's  mark  er. 
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7.  Set  of  vases,  probably 
for  condiments,  London, 

1 78 5-1 786,  maker's  mark  of 
Daniel  Smith  and  Robert  Sharp. 
I  'ictoria  and  Albert  Museum,  London. 

stands  of  the  type  used  for  tureens  or  cruet  sets 
were  made  and  that  they  must  have  added  con- 
siderably to  the  dignity  and  visual  unity  of  the 
vases  when  on  the  table  or  sideboard. 

Contemporary  cruet  sets  (No.  10)  were  also 
provided  with  pairs  of  vase-shaped  containers, 
but  made  of  glass,  the  small  ladles  of  which  seem 
to  have  remained  in  situ  in  some  numbers.  One  is 
usually  found  to  be  pierced,  the  other  being  solid 
(No.  11).  A  drawing  in  the  Victoria  and  Albert 
Museum  (No.  12)  shows  that  these  containers 
were  intended  for  mustard  and  pepper  and  they 
are  so  described  in  the  Garrard  inventory  of  cruet 
sets  in  the  Royal  collections.9 

It  is  unfortunate  that  in  spite  of  the  evidence 
above  the  function  of  most  Neo-classical  vases 
remains  uncertain,  chiefly  because  the  ladles  have 
not  survived  in  situ.  At  least  one  painting,  of  the 
mid-i78os,  shows  vases  being  used  as  tea  cad- 
dies.10 They  appear  to  be  of  a  plain  handle-less 
type  which  is  usually  of  modest  size  and  weight. 
It  is  perhaps  reasonable  to  suggest  that  tall  vases 
with  prominent  handles,  of  the  type  I  have  al- 
ready associated  with  condiments,  are  unsuitable 
for  the  tea  table  and  a  little  too  unwieldy  to  lock 
into  a  portable  fitted  case. 

There  is  fortunately  less  difficulty  in  identifying 
the  vases  of  the  Rococo  period.  The  earliest  pos- 
sible reference  in  the  Garrard  ledgers  to  the  use  of 
vases  for  condiments  is  an  order  in  1747  for 
'2  Suger  Spoons  2  Pepper  2  Musterd  Spoons'.11 
They  weighed  almost  seven  ounces  Troy  (the 
ladles  in  No.  4  weigh  four  ounces)  and  cost 
^i-i9S-3d.  In  addition  ^3~i3s-6d  was  charged 
for  'extra  making',  which  may  refer  to  the  pre- 
paration of  casting  models  of  the  kind  which 
would  have  been  needed  for  elaborate  cast  ladles 
of  the  type  shown  in  No.  4.  Further  on  in  the 
same  account  is  an  order  for  '24  Salt  glasses  and 
12  musterd  &  Pepper  glasses'.  Among  the  earliest 
surviving  evidence  of  vases  with  ladles  are  a  small 
and  two  large  ladles  with  pierced  bowls,  almost 
identical  to  those  in  No.  3. 12  They  were  made  by 
the  great  Rococo  silversmith  Paul  de  Lamerie  and 
bear  only  his  mark,  but  they  can  probably  be  dated 
to  the  early  1740s  on  the  basis  of  dated  pieces. 

References  in  the  ledgers  to  vessels  known  as 
'vase  casters'  first  occur  in  1749, 13  a  later,  but 
typical,  entry  being  an  order  in  1771  for  'a  sett  of 
Vase  Casters  and  Spoons/  ...  2  Glasses  for  Pepper 
and  Mustard'.14  It  is  evident  from  such  entries 
that  vase  casters,  like  the  Neo-classical  vases,  were 
made  in  sets,  were  often  provided  with  glass 
liners  (none  of  which  seem  to  have  survived)  and 
were  used  to  contain  mustard,  pepper  and  sugar. 
The  only  sets  of  Rococo  vases  which  have  been 
traced  in  the  ledgers  are  Lord  Lonsdale's  two 
matching  sets  of  1752  and  1757  (No.  3),  which  are 
described  as  '3  Vases  and  Spoons'  and  'A  set  of 
urns,  and  spoons'.15  There  can,  however,  be  little 
doubt  that  the  Rococo  vases  with  ladles  are  the 

8.  Design  for  condiment  vases, 
c.  1790,  ink  and  wash. 

I  ictoria  and  Albert  Museum,  London. 

9.  Design  for  vases  on  a  stand, 
c.  1790,  ink  and  wash. 

I  ictoria  and  Albert  Museum,  London. 


40 


Silver  vases  and  their  purpose 


10.  Cruet  set,  London  1796- 1 797, 
maker's  mark  ofjohn  Scoheld. 
I  ictoria  and  Albert  Museum,  London. 

vase  casters  referred  to,  especially  as  the  smaller 
ladles  are  pierced  and  solid  in  precisely  the  same 
manner  as  the  pepper  and  mustard  ladles  of  the 
Lni  1  1  ruet  sets.  It  is  perhaps  significant  that  Lord 
Lonsdale's  sets  have  low  lids,  as  this  suggests  that 
the  term  'vase  caster'  sprang  not  only  from  the 
function  of  the  vessel,  but  also  from  those  vases 
with  tall  covers  so  clearly  inspired  by  caster  tops 
(No.  4). 

Nevertheless,  in  view  of  the  continuation  of  the 
term  into  the  later  Rococo  period,  it  is  reasonable 
to  suggest  that  it  was  applied  to  the  vases  of  that 
period  (No.  6),  in  spite  of  the  lack  of  surviving 
ladles.  No.  13  is  an  example  of  an  earlier  set 
which  has  retained  its  ladles.  The  typical  vase- 
shaped  tea  caddies  and  sugar  bowls  of  the  period 
(No.  1)  are  of  a  different  shape,  of  considerably 
lighter  construction  and  lack  handles  at  the 
shoulder.  More  doubt,  however,  attaches  to  the 
very  simple  early  type  of  No.  2.  A  set  of  vases  of 
fundamentally  the  same  shape,  made  in  1744  by 
Nicholas  Sprimont,  is  embossed  with  representa- 
tions of  tea  and  sugar-cane  plants,16  but  a  firm 
conclusion  is  not  possible  because  of  the  rarity  ot 
the  type. 

References  in  the  ledgers  to  vase  casters  become 
considerably  less  frequent  in  the  Neo-classical 
period,  giving  way  to  'vases'  and  'urns'.  The 
demands  of  the  new  fashion  are  suggested  by  an 
order  in  1768  for  a  'sett  of  fluted  vases  new  shape 
(No  Spoons)'.17  Some  customers,  however,  were 
content  with  mere  alterations,  such  as  the  Earl  ot 
Gainsborough,  who  in  1790  paid  Wakelin  and 
Tayler  six  shillings  for  'Notching  the  Covers  of 
3  Vase  Castors  &  taking  the  Hooks  off  the 
Spoons'.18 

One  can  therefore  conclude  that  there  is  little 
doubt  that  the  Rococo  vases  with  spoons,  and  the 
later  Rococo  types,  were  used  for  condiments, 
and  that  a  large  number  of  the  Neo-classical  vases 
must  also  have  been  so  used,  in  particular  the  type 
with  high  looped  handles. 

Vase  casters  are,  of  course,  directly  descended 
from  the  sets  of  casters  for  mustard,  sugar  and 
pepper  which  first  appeared  in  the  late  seven- 
teenth century.  The  sugar  caster  was  larger  than 
the  other  two  and  the  top  of  the  mustard  'caster' 
was  solid,  or  pierced  but  masked  by  an  inner 
sleeve,  the  mustard  being  served  with  a  spoon.19 
I  Hiring  the  first  half  of  the  next  century  casters 


1  1 .  Ladles  from  the  cruet  set,  No.  10, 
London,  1792-1793  and  1796-1797. 
makers'  marks  of  George  Smith 
and  William  Fearn. 

1 2.  Design  for  a  cruet  set, 

c.  1790,  ink  and  wash. 

Victoria  and  Albert  Museum,  London. 
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13.  Set  ot  condiment  vases  and  ladles, 
London  1762-1763,  maker's  mark  of 
John  Swift.  The  ladles  arc  pierced 
and  unpierccd  as  in  No.  5. 
Metropolitan  Museum  of  Art, 
Rogers  Fund,  ig20. 


became  objects  of  considerable  size  and  import- 
ance, culminating  in  those  pieces  made  in  the 
Regence  style  by  Paul  de  Lamerie  in  the  1720s  and 
early  1730s.  These  were  generally  designed  to  fit 
into  a  stand,  or  into  a  'Warwick  cruet'  together 
with  oil  and  vinegar  bottles.  Although  the 
Warwick  cruet  remained  in  use  until  after  the 
introduction  of  the  Neo-classical  cruet  stand 
(No.  10),  only  a  few  casters  were  made  in  a  fully 
developed  Rococo  style.20  Most  casters  became 
smaller  and  plainer  and  adopted  a  pyriform  pro- 
file which,  with  a  few  exceptions,  survived  until 
the  1770s.  They  were  then  largely  superseded  by 
glass  casters  with  silver  tops. 

Seen  in  this  context,  it  becomes  apparent  that 
the  vase  caster  was  devised  to  satisfy  the  demand 
for  an  imposing  vessel  for  condiments  in  the  new 
Rococo  style,  and  that  the  same  needs  determined 
the  continued  use  of  the  type  into  the  Neo- 
classical period.  There  is  no  doubt  that  the  central, 
larger,  vase  was  intended  for  sugar,  and  that  the 
smaller  vase  with  the  solid  ladle  was  for  mustard 
which  was  served  wet.21  One  must  conclude, 
therefore,  that  the  pepper,  which  was  perhaps 
rather  coarsely  ground,  was  sprinkled  onto  the 
food  with  the  smaller  pierced  ladle.  This  some- 
what curious  conclusion  is  an  interesting  reflec- 
tion on  the  dangers  of  determining  the  function 
ot  an  obsolete  object  from  a  purely  practical 
viewpoint,  without  taking  into  account  the  pres- 
sures of  contemporary  fashion.22 
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NOTES 

1 .  I  have  come  across  only  one  set  in  a  case : 
S.  13.  Wyler,  'The  Book  of  Sheffield  Plate', 
New  York,  n.d.  (1949),  p.  128. 

2.  'An  Illustrated  History  of  English  Plate', 
191 1,  Vol.  2,  p.  971,  in  which  Jackson 
rejects  a  suggestion  that  they  were  for  the 
decoration  of  the  toilet  table.  Percy 
Macqouid  had  described  them  earlier  as 
table  ornaments  to  contain  sweetmeats 
('The  Plate  Collector's  Guide',  1908,  p.  121) 
and  they  are  now  sometimes  described  as 
sugar  vases. 

3.  The  form  is  discussed  in  Helena  Hay  ward, 
'English  Rococo  Designs  for  Silver', 
Proc.  Soc.  Silver  Collectors,  vi,  3/4,  (1973), 
P-  75- 

4.  Garrard  and  Company,  'Descriptive 
Inventory  of  the  various  Services  of 
Plate  etc.  Belonging  to  the  Crown',  1914, 
No.  38  (pi.  xxn),  No.  776  (pi.  cclii). 

5.  Ibid.,  1832,  pp.  91,  178. 

6.  Ledger  xxv,  30 January  1809.  Total  weight 
3  8  oz.  1 1  dwt. ;  fashion  (i.e.  cost  excluding 
materials)  4/6^.;  total  j£8-i  is.  Ledger  x, 
Thomas  Gardnor  Esquire,  acct.  36, 

23  February  1790.  35  oz.  17  dwts; 
Fashion  io/6d.;  duty  18s.;  total  £i&-i6s.-6d. 
Ladles  2  oz.  9  dwts ;  cost  jTi-ns.; 
engraving  six  crests  35. 

7.  All  the  ladles  are  pierced  and  the  glasses  are 
not  ot  high  quality. 

8.  Garrard  Inventory,  No.  777  (pi.  ccLn). 

9.  For  example,  ibid.,  Nos.  1 108-1 1 10. 

10.  'The  Auriol  Family'  by  Zoffany, 
1 783-1 789.  Repr.  Mario  Praz. 
'Conversation  Pieces',  1971,  Fig.  85. 

1 1 .  Unnumbered  Gentlemens'  Ledger. 

Earl  of  Kildare,  acct.  1,  9  February,  1746/7. 
Fashion  6/id.;  glasses  jTi-i6s. 

12.  George  Wickes's  own  ledger,  3  February 
1 748  /g ;  'To  2  Setts  of  Vase  Casters'. 

13.  Sotheby  Sale,  4  December  1969,  lot  190 
(repr.).  They  bear  the  crest  of  Edgecumbe. 
cf.  a  dated  ladle  of  1 740  reproduced  P.  A.  S. 
Phillips,  'Paul  de  Lamerie',  1935,  pi  cxxxi. 
Ladles  of  this  type  are  very  rarely  marked. 


14.  Unnumbered  Gentlemens'  Ledger. 
Earl  of  Farnham,  acct.  52,  1 1  November 
1771.  41  oz.  8  dwts.:  fashion  ioj6d.; 
total  ^22-<,s.  Glasses  55. 

1 5.  Unnumbered  Gentlemens'  Ledger. 

Sir  Thomas  Lowther,  acct.  107,  28  April 
1752.  56  oz.  6  dwts.;  fashion  io/6d.; 
total  £29-1  is. ;  six  glasses  6s.  Ledger  n. 
Acct.  104,  15  October  1757. 

16.  Dr.  B.  Gardner,  'Sprimont  as  Silversmith', 
The  Antique  Collector,  August  1938,  p.  206. 

17.  Ledger  in  (Workmens).  Ansill  and  Gilbert, 
acct.  65,  28  April,  1768,  35  oz.  3  dwts.; 
fashion  3  !6d. ;  total  ,£6-25. -6d.  The 
corresponding  entry  in  the  Gentlemens* 
Ledger  (unnumbered)  shows  that  they  were  , 
supplied  to  Sir  John  Griffin  and  that  he  was 
charged  j^^-fts.-zd.  more  than  Wakelin  and 
Tayler  had  paid  Ansill  and  Gilbert.  In 
addition  £,6-\os.  was  charged  for  'making  \ 
and  a  mustard  glass'. 

18.  Ledger  ix,  31  March  1790. 

19.  N.  M.  Penzer,  'Mustard  and  the  First 
Mustard  Pots',  Antique  Collector,  xxvn 
(1957),  pp.  186,  225,  et.  seq. 

20.  They  are  sometimes  very  similar  to 
flamboyant  vases,  eg.  M.  Clayton,  'The 
Collector's  Dictionary  of  Silver  and  Gold  ofj 
Great  Britain  and  North  America',  1971, 
fig.  1 08b.  Pyriform  casters  occasionally 
carry  cast  Rococo  ornament,  eg.  A.  G. 
Grimwade,  'Rococo  Silver',  1974,  pi.  39b. 

21.  Penzer,  op.  cit. 

22.  I  have  not  been  able  to  find  any  references 
to  vases  in  contemporary  literature. 
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Two  relics  of  Sir  Thomas  More 


Yvonne  Hackenbroch 


In  this  article  Dr.  Hackenbroch  discusses  a  group  of  relics  which  have  strong  associations 
with  Sir  Thomas  More;  there  is  some  evidence  to  suggest  that  at  least  one  of  them  may 
be  the  work  of  Hans  Holbein  the  Younger. 

Two  years  before  Thomas  More  was  knighted, 
and  long  before  he  was   proclaimed  a  saint, 
Erasmus  of  Rotterdam  referred  to  him  in  a  letter  to 
the  humanist  Ulrich  von  Hutten  on  23  July  15 19:  'He 
seems  born  and  created  for  friendship,  which  he  culti- 
vates most  sincerely  and  fosters  most  steadfastly  .  .  . 
He  likes  to  dress  simply  and  does  not  wear  silk  or  gold 
chains,  excepting  where  it  would  not  be  decent  not  to 
wear  them'.1  This  quotation  may  appear  to  be  a  con- 
tradiction in  terms  when  discussing  gold  relics  which 
had  been  owned  by  Sir  Thomas.  But  none  of  his 
precious  ornaments  were  worn  for  the  sake  of  vanity; 
they  were  the  manifestations  of  inner  faith.  His  pendant 
medallion,  now  among  the  treasured  possessions  of 
Stonyhurst  College  in  Lancashire,  may  have  been  the 
gift  of  a  devoted  friend  whose  identity  remains  un- 
known, or  by  a  member  of  his  family,  given  to  Sir 
Thomas  after  he  had  been  committed  to  the  Tower  of 
London.  The  recorded  history  of  this  medallion  and 
of  a  gold  crucifix  reaches  back  to  1728,  when  they 
were  owned  by  Thomas  More,  Esquire,  a  descendant 
of  the  Lord  Chancellor.  In  his  'Note  Books',  volume  11, 
George  Vertue  mentioned  his  visit  to  Barnborough 
Hall," Yorkshire,  when  Thomas  More  showed  him 
various  family  relics,  including  a  crucifix  and  'A 
George  in  Gold  enamell'd  within  which  [as  a  case  or 
Relickquary]  is  in  small  by  holben  the  picture  of  Sr. 
Tho.  More  in  Water  Colours,  faded'.-  In  1755,  Father 
Thomas  More,  sj.,  'the  last  of  the  Family  of  Sir 
Thomas  More'  as  he  described  himself,  presented  these 
and  other  relics  of  his  famous  ancestor  to  the  English 
College  at  St.  Omers,  from  where  they  were  brought 
to  Stonyhurst  College  in  1794. 

The  gold  crucifix,  hung  with  three  pearls,  has  a 
Corpus  of  quiet  dignity  in  contrast  to  the  dramatic 
concept  that  prevailed  in  Germany,  and  closer  to  the 
serene  image  found  in  Lombardy  (No.  1).  A  somewhat 
similar  Christ  appears  on  the  episcopal  crucifix  with 
Archbishop  Warham's  coat-of-arms  in  his  portrait  of 
1527,  painted  by  Hans  Holbein  the  Younger  (No.  2). 3 

1.  Gold  crucifix  hung  with  three  pearls,  1 520-1 530. 
Stonyhurst  College. 
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z.  Hans  Holbein  the  younger. 
Archbishop  Wttrham,  detail. 
Louvre. 

The  reverse  of  the  cross  is  decorated  with  conventional 
Renaissance  ornament  in  black  niello,  a  form  of  decor- 
ation that  had  spread  across  the  Alps  from  Italy 
during  the  early  sixteenth  century.  A  Greek  inscrip- 
tion, included  in  the  ornament,  reads  in  translation 
'This  is  a  relic  of  Thomas  the  Apostle'. 

The  'George  in  Gold  enamel!' d'  is  a  roundel  with 
the  representation  of  Saint  George  defeating  the 
Dragon,  and  the  Princess  in  a  gesture  of  prayer  in  the 
background  (colour).4  On  the  other  side,  we  find  an 
apparently  unique  concept  of  the  Risen  Christ,  seated 
upon  his  open  tomb  (colour).  He  wears  the  crown  of 
thorns,  and  his  feet  are  still  touching  the  ground:  all 
signs  of  wounds  have  already  vanished  from  his  heroi- 
cally conceived  body.  Christ  is  surrounded  by  the 
instruments  of  his  Passion,  and  by  the  abbreviated 
personifications  of  those  who  had  betrayed  or  denied 
him.  There  are  the  head  of  Judas  with  the  moneybag 
around  his  neck,  the  head  of  Peter  and  that  of  the 
Maidservant,  her  profile  derived  almost  directly  from 
Roman  coinage.  We  see  the  head  of  Caiphas  the  High 
Priest,  the  ewer  and  basin  indicative  of  Pontius  Pilate 
and  the  dice  for  the  soldiers  who  gambled  for  Christ's 
cloak. 


The  two  roundels  are  encircled  by  a  border  decor- 
ated with  flowers  in  translucent  enamel  on  gold,  of  a 
kind  not  unrelated  to  those  often  found  in  combination 
with  engraved  crystals  by  Valerio  Belli,  and  hence  in 
the  style  of  the  third  quarter  of  the  century.  An  inscrip- 
tion derived  from  Virgil's  'Aeneid'  (1.199)  runs 
around  the  edge  of  this  frame:  'o  passi:  graviora. 
dabit.  his:  qvoqve:  finem'  (O  you  who  have  suffered 
worse  things,  tor  these  things  [God]  will  also  give  an 
end).  The  word  'devs'  which  occurs  in  the  original 
quotation  between  'graviora'  and  'dabit'  has  been 
omitted  from  the  inscription. 

Saint  George,  the  patron  saint  of  England,  would 
seem  to  be  entirely  appropriate  for  the  one-time  Lord 
Chancellor  of  Henry  vm.  Even  more  fitting  for  the 
particular  circumstances  of  Sir  Thomas  More's  later 
years  is  the  portrayal  of  Christ  in  anticipation  of  his 
Resurrection.  The  Classical  quotation  along  the  edge, 
moreover,  suits  the  gravity  of  his  closing  years,  after 
his  resignation  from  high  office  in  1532  and  the  refusal 
to  attend  the  marriage  of  Henry  vm  and  Anne  Boleyn 
a  year  later.  In  April  1534,  More  was  committed  to 
the  Tower,  tried  and  pronounced  guilty  by  Henry  vm 
under  the  Act  of  Supremacy  and  Treason  Act  of  1534, 

Below. 

3.  Hans  Holbein  the  younger. 
Festival  decoration  showing 
Apollo  on  Parnassus. 
London, 1533. 
Preussischer  Kulturbesitz. 
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condemned  on  i  July  1535.  and  executed  on  6  July 
1535.  The  enamelled  frame,  the  inscription  and  the 
miniature  portrait  on  the  interior,  still  partly  visible  in 
1728  but  now  faded  beyond  recognition,  may  have 
been  added  after  Sir  Thomas  More's  death,  to  reconfirm 
the  bond  with  a  beloved  father  figure,  or  to  remember 
a  sorely  missed  friend. 

Guided  not  only  by  the  unusual  iconography  but  also 
by  arguments  of  style,  we  seek  to  discover  from  where 
this  relic  might  have  originated.  The  striking  posture 
of  Christ  seated  with  legs  apart  occurs  on  several 
works  of  Hans  Holbein  the  Younger,  among  them  the 
diptych  in  Basel  of  about  1520  with  Christ  as  the  Man 
of  Sorrows.5  During  Holbein's  later  years  in  England, 
he  retained  this  characteristic  posture,  though  often  in 
quite  different  contexts.  The  festival  decoration,  for 
instance,  which  the  Steelyard  merchants  had  commis- 
sioned from  Holbein  for  the  welcome  of  Queen  Anne 
Boleyn  in  1533,  included  an  Apollo  on  Parnassus  in  a 
comparable  attitude  (No.  3). 6  Moreover,  all  official 
portraits  of  Henry  vni  seated  on  his  throne  strike  a 
similar  note,  as  far  as  they  are  based  upon  Holbein's 
inventions.7 

Of  equal  importance  for  the  pursuit  of  our  enquiries 
is  the  likeness  we  observe  between  the  profile  head  of 
Judas  with  the  moneybag  on  the  relic,  and  the  head  of 
Terminus  in  Holbein's  woodcut  of  Erasmus  im  Gchaeus, 
the  frontispiece  of  Froben's  1535  edition  of  the  'Adagia' 
by  Erasmus  (No.  4). 8  This  resemblance  becomes  even 
more  evident  in  Holbein's  model.  This  was  the  reverse 
of  the  medal  of  Erasmus  at  the  age  of  fifty-three,  made 
by  Quentin  Massys  in  15 19  -  a  medal  which  Holbein 
possibly  knew  and  owned. 

The  reason  that  had  prompted  Erasmus  to  adopt  the 
term  figure  of  that  Roman  deity  as  his  device  may  shed 
further  light  on  the  history  of  the  relic  at  Stonyhurst 
College.  Erasmus's  acquaintance  with  Terminus 
started  in  1509,  when  travelling  in  Italy  with  his  pupil 
Alexander  Stewart.  This  young  man,  Archbishop  of 
Saint  Andrews  at  a  very  early  age,  was  the  natural  son 
of  James  iv  of  Scotland,  his  short  life  ending  at  Flodden 
in  1 5 1 3 .  Erasmus  mentioned  his  former  pupil  to 
Willibald  Pirckheimer,  the  Nuremberg  humanist,  in 
a  letter  dated  1  March  1525 :  'Once  in  Britain  I  fell  with 
my  horse  from  a  fairly  high  bank:  no  damage  was 
found  to  me  or  my  horse,  and  the  gem  I  was  wearing 
was  whole.  It  was  a  present  from  Alexander,  Arch- 
bishop of  St.  Andrews,  whom  I  think  you  know  from 
my  writings.  When  I  left  him  in  Siena,  he  drew  it  off 
his  finger  and  handing  it  to  me  said:  "Take  this  as  a 
pledge  of  our  friendship  that  will  never  die".  And  I 
kept  my  pledged  faith  with  him  even  after  his  death, 
celebrating  my  friend's  memory  in  my  writings'.9  The 


Colour. 

Gold  medallion  depicting  Saint  George,  and 
on  the  reverse,  the  figure  of  the  Risen  Christ, 
second  quarter  sixteenth  century. 
Stonyhurst  College. 
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4.  Hans  Holbein 
the  younger. 
Erasmus  im  Gehaeus, 
frontispiece  to  the 
1535  edition  of 
'Adagia'. 
Kupferstichkabinett 
dei  '  hffentlichen 
Kunstsammlung  Basel. 


5.  Portrait  medal  ofErasmus. 
Historisches  Museum  Basel. 


6.  Reverse  of  No.  5, 

showing  figure  of  Terminus. 
Historisches  Museum  Basel. 


ancient  cornelian  intaglio  ring,  now  in  the  Historisches 
Museum  in  Basel,  is  engraved  with  a  term  figure, 
thought  by  Erasmus  and  all  those  who  quoted  from 
him,  to  be  that  of  Terminus.  However,  this  cornelian 
intaglio  in  fact  depicts  the  term  figure  of  Dionysus.10 
Terminus,  whom  Erasmus  mistook  this  god  to  be,  was  1 
a  Roman  god  and  the  protector  of  boundaries,  who  did 
not  yield  to  Jupiter  by  refusing  to  leave  the  Tarpejan 
Rock  on  the  Capitol  in  Rome.  Erasmus  had  the  figure 
copied  for  his  silver  seal  (Nos.  5  and  6),  adding  the 
name  'terminvs'  and  the  legend  'Cedo  nillu  ('I  yield  to 
none').  Terminus  (No.  6),  shown  in  profile  as  a  youth 
with  flying  hair,  appears  on  the  reverse  of  Erasmus's 
portrait  medal.  When  he  first  used  the  seal,  years  before  (1 
the  upheaval  of  the  Reformation,  Erasmus's  choice  was  I 
most  likely  considered  to  be  a  manifestation  of  humanist 
erudition.  But  after  the  advent  of  Martin  Luther,  em-  j 
blem  and  motto  were  more  likely  viewed  as  utterly  | 
pagan  and  contradictory  to  Christian  doctrine.  This,  at  I 
least,  is  the  impression  derived  from  a  letter  which  1 
Erasmus  addressed  on  1  August  1528  to  Charles  v's  | 
secretary,  Alfonso  Valdes:  'I  have  learned  very  plainly 
from  other  men's  letters  what  you  indicate  very  dis-  ! 
cretely,  as  is  your  way  -  that  there  are  some  who  seek 
to  make  Terminus,  the  seal  on  my  ring,  an  occasion  I 
for  slander,  protesting  that  the  addition  of  the  device  I 
"Cottcedo  nulli"  ("I  yield  to  none"),  shows  intolerable 
arrogance'.11  This  accusation  might  not  have  been: 
entirely  unwarranted  in  his  earlier  years.  Later  on,  | 
perhaps  to  avoid  further  misinterpretations,  Erasmus 
changed  his  former  device  from  'Cedo  nulli'  to  'Concedo 
nulli',  die  legend  found  on  his  portrait  medal  of  15 19. 
This  subtle  modification  is  indicative  of  a  shift  towards 
a  less  defiant  attitude,  implying  perhaps  the  difference  I 
between  giving  way  to  a  superior  and  giving  way  to  1 
temptation.  In  that  same  letter  to  Valdes,  Erasmus  re-  j 
latcs  the  presentation  of  the  ring  by  his  pupil  in  Siena  i 
and  continues:  'I  seized  on  the  omen  and  interpreted  it 
as  a  warning  that  the  term  of  my  existence  was  not  far 
ofF-  at  that  time  I  was  about  my  fortieth  year.  To  keep 
this  thought  in  mind  I  began  to  seal  with  this  sign.  I  j 
added  the  verse,  as  I  said  before.  And  so  from  a  heathen 
god  I  made  myself  a  device,  exhorting  me  to  correct  | 
my  life.  For  Death  is  truly  a  boundary  which  knows  1 
no  yielding  to  any'. 

As  an  older  and  more  prudent  Erasmus,  it  may  have 
occured  to  him  that  the  uninhibited  defiance  that  the 
youthful  Roman  god  Terminus  exhibited  in  his  task  , 
as  protector  of  boundaries  was  no  longer  a  fitting 
symbol  for  the  mature  scholar  he  was  now,  whose 
ideas  had  mellowed  with  the  passing  of  years.  The 
new  approach  he  now  proposed  was  the  association  of 
Terminus  with  Death;  whereby  he  would  lose  his  i 
original  Roman  identity  and  gain  an  entirely  new 
aspect  as  a  valid  depiction  of  Death,  and  a  gateway  to 
eternity.  Terminus's  motto  'Concedo  nulli',  associated 
with  the  finality  of  Death,  expresses  the  hope  for  re-  | 
demption,  and  he  indicated  the  direction  to  a  new  life 


■ |  )eyond.  When  viewed  in  this  light,  the  likeness 
Ktween  Terminus  and  fudas  suggests  that  we  consider 
j  Terminus  as  a  pagan  prefiguration  of  Judas,  for  both 
ymbolise  death  followed  by  eternal  life.  The  betrayal 
>f Judas  marks  the  turning  point  in  Christ  s  life,  for  it 
j  s  followed  by  his  passion,  his  death  at  Golgotha  and 
lis  Resurrection.  If  we  consider,  moreover,  the  close 
1  ies  of  friendship  that  existed  between  Sir  Thomas 
I  vlore  and  Erasmus  of  Rotterdam,  and  the  role  that 
i  -lolbein  played  as  friend  and  portraitist  of  both,  our 
loubts  fade  that  the  similarities  we  have  observed 
;ould  be  merely  incidental. 

Holbein   had   been   the  outstanding  designer  of 
ewellery  in  London  during  the  reign  of  Henry  vm. 
3ut  it  took  him  several  years  and  two  visits  to  England 
:o  attract  the  King's  attention.  Furnished  with  recom- 
nendations  by  Erasmus,  Holbein  left  Basel  in  1526, 
!  ravelling  via  Antwerp  to  meet  Quentin  Massys.  In 
London,  where  he  stayed  for  two  years,  he  practically 
joined  the  household  of  Sir  Thomas  More.  Although 
i  Holbein  earned  his  living  as  a  portrait  painter,  he  was 
ilso  endowed  with  a  special  gift  for  the  designing  of 
jewellery  and  goldsmiths'  work.  Many  of  his  designs, 
we  may  assume,  had  been  realised  in  the  workshop  of 
bis  close  friend,  the  goldsmith  John  of  Antwerp,  and 
by  some  of  his  Flemish  fellow  artists. 12  When  Holbein 
returned  for  a  second  and  last  time  to  London  (he 
died  of  the  plague  in  1543),  Sir  Thomas  has  already 
resigned  from  high  office  and  accepted  a  modest  way 
of  life.  Holbein  continued  as  a  portrait  painter  until 
finally,  in  1534,  he  entered  into  Royal  service.  Among 
his  official  duties  was  the  designing  of  royal  jewels,  a 
field  in  which  he  knew  no  rival  in  England.  Few  of 
these  designs,  whether  executed  in  Basel  or  London, 
show  New  Testament  scenes,  which  make  compari- 
sons with  the  More  relics  all  the  more  difficult. 
Nevertheless,  we  can  perhaps  recognise  Holbein's 
I  style,  and  particularly  his  more  mature  style  after  he 
had  absorbed  the  art  of  Lombardy,  which  he  set  out  to 
study  in  1518/ 19.  Under  the  impact  of  that  new  expe- 
rience Holbein  abandoned  the  dramatic  expressions 
of  human  emotions  and  sufferings  that  had  been  tradi- 
;  tional  in  the  circle  of  his  father  and,  to  a  lesser  extent, 
also  of  Albrecht  Diirer.  He  adopted  a  more  idealistic 
concept,  with  figures  of  undeniable  classical  overtones. 
The  equestrian  group  of  Saint  George  and  the  Dragon 
would  be  unthinkable  without  previous  knowledge  of 
Leonardo's  drawings  for  the  Trivulzio  monument  of 
j  1511/12  (No.  7), 13  although  it  is  of  course  impossible  to 
1  prove  that  Holbein  knew  them.  Never  before  in 
German  art,  nor  indeed  in  any  art  north  of  the  Alps, 
have  horse  and  rider  been  so  harmoniously  linked  and 
conceived  as  a  unity;  each  is  rendered  in  anatomical 
accuracy,  and  their  relationship  is  convincing.  Saint 
George,  attired  in  Roman  armour,  is  shown  as  he  is 
about  to  perform  the  feat  claimed  second  to  none  by 
the  heroes  of  antiquity.  Holbein  did  in  fact  paint  a 
somewhat  similar  Saint  George  on  the  facade  of  the 
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former  'Haus  zuin  Tanz'  (surviving  in  a  copy  by 
Nicklaus  Rippel  of  1 590). 

As  stated  earlier,  the  iconography  of  the  Risen  Christ 
on  the  relic  appears  to  be  unique,  and  no  close  proto- 
types can  be  named.  Yet  we  may  at  least  associate  the 
heroic  concept  of  Christ  with  the  Lombardic  imagery 
of  the  circle  of  Leonardo.  Christ  shows  few  traces  of 
the  sufferings  to  which  the  persons  shown  in  the 
pictorial  abbreviations  had  subjected  him,  other  than 
the  crown  of  thorns  he  still  wears,  and  the  tools  of  his 
martyrdom.  This  concept  of  an  almost  serene  Christ 
had  been  totally  alien  to  northern  or  insular,  more 
emotionally  inclined,  artists  before  they  had  become 
exposed  to  Renaissance  art  from  Italy. 

Before  reaching  any  conclusions  about  the  local 
origin  of  this  reliquary,  a  brief  inquiry  into  the  various 
techniques  that  had  been  applied  might  prove  helpful. 
The  principal  figures  are  cast  in  gold  and  attached  with 
butterfly  clips  to  a  gold  ground  on  which  all  other, 
more  detailed  form  is  raised  by  hammering  the  origin- 
ally flat  sheet  of  gold.  This  technique  is  typically 
northern,  where  it  can  be  observed  in  gold  enseignes  or 
hat  ornaments  of  the  early  sixteenth  century.  The  only 
dated  example  of  that  technique  is  an  enseigne  of  1520 
with  the  portrait  of  the  later  Emperor  Charles  v,  exe- 
cuted during  the  period  of  his  election  campaign.  We 
believe  that  this  hatjewel  had  originated  in  Malines,  at 
the  court  of  his  aunt,  Margaret  of  Austria.14  In  Italy, 
by  contrast,  the  favourite  technique  was  that  of  rais- 
ing a  design  in  high  relief  by  means  of  hammering 
over  a  prepared  form,  a  technique  followed  by 
Caradosso  and  by  Cellini. 

The  casting  of  tiny  figures  tor  attachment  to  a 
prepared  gold  ground  with  landscape  or  circumstan- 
tial detail  in  low  relief  is  a  typically  northern  practice. 
Easier  to  handle  than  the  raising  of  figures,  this  is  a 
technical  shortcut  while  actually  producing  similar 
effects.  Moreover,  there  was  less  need  for  intensive 
hammering,  the  strain  of  which  tended  to  make  the 
high  gold  relief  rather  thin  and  vulnerable.  But  we 
must  admit  that  the  utter  refinement  of  that  most 
difficult,  predominantly  Italian  technique  (practised  111 
France  under  the  direct  influence  of  Cellini)  is  inimit- 
able as  a  manifestation  of  the  goldsmith's  virtuosity. 

In  spite  of  the  Lombardic  overtones  of  the  relic's 
imagery,  these  technical  considerations  dispel  any 
thought  of  its  having  originated  in  Italy.  Where,  then, 
was  this  relic  made?  Unfortunately,  its  condition  is 
impaired  for  the  enamel  has  been  badly  damaged, 
possibly  through  a  fall  long  ago.  The  missing  enamel 
has  in  part  been  replaced  with  thick,  opaque  white  and 
turquoise  blue  enamel,  typical  of  the  Caroline  period. 
Its  heavy-handed  application  obscures  the  sensitive 
modelling  beneath.  Only  part  of  the  original  translu- 
cent enamel  of  the  background,  and  all  of  the  colourful 
floral  borders  have  been  preserved.  But  the  latter  are 
additions  of  rather  conventional  and  somewhat  later 
character. 
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7.  Leonardo  da  Vinci. 
Drawing/or  the  Trivulzio 
monument,  1511/12. 
Windsor  Castle, 
Crown  copyright. 

Aware  of  the  uncertainties  that  surround  both  relics, 
our  investigations  lead  nevertheless  to  some  conclu- 
sions. We  believe  that  Holbein  had  designed  all  of 
them  -  the  crucifix  and  the  St.  George  at  an  early 
period  when  Sir  Thomas  was  in  high  office,  and  the 
medallion  with  the  Risen  Christ  at  the  period  of  Sir 
Thomas's  last  trials  and  tribulations.  The  executing 
goldsmiths  may  have  been  Antwerp-born  London 
residents  who  exceeded  the  less  experienced  insular 
masters  in  technical  skill.  We  are  thinking  of  such 
successful  goldsmiths  as  John  of  Antwerp,  Holbein's 
close  friends  whom  he  supplied  with  exquisite  working 
designs,  and  of  the  small  group  of  Netherlandish 
masters  around  him.  Many  names  are  known,  but 
individual  attributions  cannot  be  made. 

The  question  who  was  the  donor  of  the  medallion 
with  the  Risen  Christ  touches  the  heart  of  the  matter. 
We  can  only  surmise  that  he  was  a  friend  who  knew  of 
Sir  Thomas's  intense  pre-occupation  with  the  Passion 
of  Christ  and  his  passage  out  of  this  world  during  his 
last  months  in  the  Tower  of  London.  Such  a  token  of 
friendship  could  have  been  offered  by  one  of  those 
highly  civilised  humanists,  best  represented  by  the 
compassionate  Erasmus,  who  survived  More  by  only 


one  year.  The  idea  of  commemorating  More  by  plac- 
ing his  likeness  between  two  gold  medallions  once 
owned  by  him  may  have  been  conceived  by  a  member 
of  his  immediate  family,  who  intended  to  create  a  sort 
of  reliquary  to  enshrine  More's  miniature  portrait. 
This  relic,  together  with  other  items  once  owned  by 
Sir  Thomas  More,  was  handed  down  until  'the  last  of 
the  family  of  Sir  Thomas  More'  willed  it  to  his  Jesuit 
College  in  1755. 
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Country- made  seats 


John  Gloag 


Until  the  mid-nineteenth  century  country-made  seat  furniture  revealed  an  affinity 
with  Mediaeval  prototypes,  particularly  in  the  North  Midlands  and  Wales. 


Chairs,  stools  and  the  long  benches  with  arms  and 
a  high  or  low  back,  known  in  the  Middle  Ages 
as  langsettles,  were  made  by  carpenters  until,  during 
the  fourteenth  century,  the  specialised  craft  of  the 
joiner  was  established,  and  those  who  practised  it  deve- 
loped a  new  technique  of  construction  for  furniture 
and  panelling.  While  carpenters  retained  responsibility 
for  large-scale  structural  woodwork,  the  joiner  per- 
fected joined  construction,  based  on  the  use  of  strong, 
accurately-made  joints,  secured  with  wooden  dowels, 
not  with  nails.  This  technique  gave  strength  and  sta- 
bility and  reduced  overall  weight,  so  free-standing 
furniture  became  less  solid  and  unwieldy  and  far  easier 
to  move  about.  Joined  construction  imposed  rigidity 
of  form  on  scat  furniture  that  excluded  comfort  as  we 
understand  it;  for  flat,  hard  wooden  seats,  and  straight 
backs,  even  when  slightly  inclined,  were  ill-adjusted  to 


human  contours.  Only  chairs  with  seats  of  woven 
rushes  or,  if  of  wood,  scooped  out  with  shallow  de- 
pressions, like  those  on  eighteenth-century  stick-back 
Windsors,  made  any  concessions  to  comfort. 

The  appearance  of  the  flat  wooden  seat  was  mis- 
leading: in  use  such  seats  were  not  so  hard  as  they 
looked,  certainly  not  for  women.  From  the  fourteenth 
to  the  early  twentieth  century,  women  wore  such 
voluminous  and  elaborate  clothes  that  they  carried 
about  with  them  their  own  personal  upholstery,  and 


i .  Oak  settle,  with  carved  top  rail  and  front  stretchers,  and 
triple-panelled  back.  The  arms,  like  those  enjoined  chairs, 
form  two-dimensional  curves,  and  are  socketed  into  short, 
turned  supports,  which  are  continuous  in  line  with  the  front 
legs.  Late  seventeenth  or  early  eighteenth  century.  An  oak 
settle  of  similar  design,  c.  1715,  is  at  Trinity  College,  Oxford. 
John  Atkinson,  Esq. 
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2.  Joined  armchair  in  oak,  with  panel  back  and  scrolled 
cresting,  c.  1630.  The  panel  has  incised  ornament,  representing 
an  arch  enclosing  a  diamond.  The  scrollwork  is  based  on 
architectural  motifs.  A  simple  form  of  turning  is  used  on  the 
front  legs  and  arm  supports.  Ex.  Mrs.  Grace  Lovat  Fraser. 

3.  Early  eighteenth-century  oak  settle  with  five  fielded  panels 
in  the  back.  The  front  legs  represent  a  country  maker's 
attempt  to  suggest  the  lines  of  cabriole  legs  that  were  then 
coming  into  fashion.  Compare  with  No.  4. 


whatever  they  sat  on  was  softened  by  layers  of  petti-j 
coats;  also  they  held  themselves  upright;  so  did  men? 
lounging  was  unknown;  no  such  offence  against 
elegance  and  dignity  would  have  been  tolerated.) 
Loose  cushions  also  mitigated  the  austerity  of  flat 
wooden  seats  on  joined  or  turned  chairs,  and  froiri 
the  fifteenth  to  the  mid-seventeenth-ccntury  coffer-, 
makers'  chairs,  with  x-shaped  frames  covered  witfj 
leather  or  fabric  and  a  slung  seat  of  strong  canvas 
or  leather  bearing  a  large  cushion,  provided  comfort 
and  preserved  dignity  of  posture. 

Joined  chairs  and  stools  and  settles  were  often  madaj 
by  an  estate  carpenter  employed  by  some  nobleman  o\i 
wealthy  landlord.  Such  workmen  knew  nothing  ou 
upholstery.  The  refinements  introduced  by  modism 
chair-makers  of  the  Queen  Anne  and  Georgian  periods!! 
it  known  at  all,  were  either  ignored  or  cursorily  ack-IJ 
nowlcdged  in  rural  workshops.  Fashion  was  honoured! 
and  comfort  provided  by  prosperous  establishment]! 
in  London  or  Bath,  where  the  work  of  cabinet-makerjl 
and  chair-makers  and  upholders  and  carvers  anq 
gilders  was  directed  by  modish  designers,  who,  al 
accomplished  salesmen,  knew  to  the  last  shilling  ho\y 
far  they  could  plunder  the  nobility  and  gentry.  Upj 
holder  was  the  Mediaeval  word  for  upholsterer:  ar| 
Upholders'  Guild  existed  in  the  mid-fifteenth  century 
though  its  members  were  chiefly  concerned  wirl 
curtains,  bed  draperies,  bedding  and  cushions,  not  witlj- 
thc  stuffing  and  padding  of  seats  like  their  successors  irjj 
the  late  seventeenth  and  eighteenth  centuries.  Betort 
that  time  chairs  with  arms  -  'armed'  or  'arming'  chair;: 
as  they  were  called  to  distinguish  them  from  single  oil 
side  chairs  -  and  settles  with  high  or  low  backs,  hatfl 
ritrid  lines,  which  were  followed,  generation  aftca 
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.  Oak  settle,  c.  171  s-1725,  with  trout  legs  that  have  captured 
he  subtle  ( abriole  line.  The  five  fielded  panels  in  the  back  are 
impler  in  design  than  those  in  the  back  of  the  settle  shown  in 
slo.  3.  The  oak  doublc-lcaf  gate-leg  table  at  the  left  is  late 
eventeenth  century. 

light. 

,.  A  w  ell-proportioned  settle  in  elm,  that  is  far  more  than 
hard,  long  scat:  the  back  is  the  door  of  a  bacon  cupboard, 
nd  there  arc  four  drawers  in  the  base.  Made  in  the  second  halt 
>f  the  eighteenth  century  in  West  Wales. 
National  Museum  of  Wales  (  Welsh  Folk  Museum ). 

generation,  by  country  makers.  The  curvilinear  revo- 
ution  that  changed  the  shape  of  seat  furniture  in  the 
:arly  eighteenth  century  was  cither  ignored  or  reluc- 
:antly,  and  sometimes  resentfully,  acknowledged.  The 
Dak  settle.  No.  1,  makes  no  concessions  to  new  and 
graceful  conceptions  of  shape;  the  Mediaeval  angula- 
rity remains,  and  although  there  is  a  long  cushion,  that 
,  cushion  has  replaced  the  hard  flat  boards  of  the  original 
seat.  There  are  certain  decorative  refinements;  the 
fielded  panels  in  the  slightly  raked  back,  the  acanthus 
foliations  carved  on  the  top  rail  and  the  front  stretchers 
accord  with  contemporary  taste  in  architecture  and 
1  interior  decoration;  but  the  stubby  turned  front  legs 
J  and  arm  supports,  and  the  arms  themselves,  socketed 
into   the   supports   and   forming  two-dimensional 
curves  are  identical  with  those  on  the  joined,  panel- 
backed  chairs  made  a  hundred  years  earlier,  like  the 
example  shown  in  No.  2. 
The  maker  of  the  oak  settle,  No.  3,  who  worked 
i  during  the  first  cjuarter  of  the  eighteenth  century,  knew 
I  about  cabriole  legs,  but  could  do  no  more  than  hint 
clumsily  at  the  shape.  The  maker  of  the  slightly  later 
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settle,  No.  4,  grasped  the  significance  of  opposing 
curves,  and  reproduced  the  subtle  lines  of  the  cabriole 
leg,  but  unfortunately  the  graceless  arms  at  each  end 
of  the  seat  are  totally  unrelated  in  style  to  the  curves 
below  them.  Both  examples  have  fielded  panels  in  the 
backs,  and  both  lack  unity  because  lingering  Mediaeval 
tradition  is  in  conflict  with  a  barely  comprehended 
revolution  in  design. 


6.  Walnut  settle,  with  open  back  and  two  drawers 
below  the  seat.  Late  eighteenth  century.  From 
Cae'r  bryn,  Pen-y-grocs,  Carmarthenshire. 
National  Museum  of  Wales  (Welsh  Folk  Museum). 

7.  Settles  with  high  backs,  shaped  wings,  and  drawers 
below  the  seat,  were  still  made  and  used  in  the  first  half  of 
the  nineteenth  century.  Loudon  describes  and  illustrates  an 
example  in  his  'Encyclopaedia  of  Cottage,  Farm,  and  Villa 
Architecture  and  Furniture',  1833,  which  is  reproduced  here. 
They  were  suitable,  he  said  'for  a  cottage  kitchen'  and  were 
frequently  to  be  met  with  in  public  houses'. 
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When  country  makers  forget  about  contemporary 
fashions,  they  often  reverted  to  the  early  conception  o 
the  settle  as  a  seat  and  a  receptacle.  The  combined 
bacon  cupboard  and  settle,  No.  5,  is  a  well-prjapor 
tioned  piece  of  farmhouse  furniture  in  elm,  made  ii 
West  Wales  during  the  second  half  of  the  eighteentl 
century.  The  panelled  door  of  the  cupboard  forms  i 
high  back  for  the  seat  and,  below,  two  shallow  and  tw< 
deep  drawers  make  a  thrifty  use  of  space.  The  cabinet 
work,  admirably  executed,  allows  the  colour  am 
hgure  of  the  wood  to  provide  decorative  characte 
without  any  competitive  elements:  the  turned  arn 
supports  have  a  restrained  ornamental  quality;  am 
their  shape  provides  slight  relief  from  the  prevailing 
severity  of  line.  This  example,  like  the  far  more  fashion- 
able walnut  settle,  No.  6,  with  an  open  back  and  twi 
drawers  below  the  seat,  is  in  the  collection  of  country! 
made  furniture  in  the  Welsh  Folk  Museum,  at  St 
Fagans,  Cardiff,  part  ot  the  National  Museum  d 
Wales.  Walnut  is  a  wood  seldom  used  in  Wales  or  th, 
west  country,  but  this  particular  late  eighteenth-cen 
tury  design  is  notable  in  other  ways:  the  back  witl 
its  nine  upright  members  above  four  rectangular  spacer 
idled  by  diagonal  bars,  suggests  that  the  'Chinese 
taste'  has  passed  that  way,  though  that  transient  modi 
was  obviously  not  taken  very  seriously  and  may  re-; 
present  no  more  than  a  casual  recollection  of  Chinese 
frets  and  railings  and  intricate  geometric  chair-bacl 
patterns  illustrated  by  the  engraved  plates  of  so  mam 
Georgian  copy  books,  like  Chippendale's  'Director 
and  Robert  Manwaring's  'Cabinet  and  Chair-Maker'; 
Real  Friend  and  Companion'. 

Settles  with  hinged  seats  and  a  storage  space  below 
or  with  drawers  fitted  in  the  base,  were  made  and  ir 
use  during  the  first  half  ot  the  nineteenth  century 
John  Claudius  Loudon  illustrates  a  simple  type,  witl' 
arms  and  shaped  wings,  No.  7,  in  his  'Encyclopaedia  ol 
Cottage,  Farm  and  Villa  Architecture  and  Furniture'. 
1833.  The  flanking  wings  or  lugs,  were  really  draught- 
excluders,  and  were  found  more  frequently  on  settle: 
used  in  farmhouse  kitchens  and  the  public  rooms  o: 
inns.  The  low-backed  settle  was  not  exactly  a  pool 
man's  settee,  but  it  was  a  forerunner  of  the  more  lux* 
urious  upholstered  article.  The  revival  of  the  settk 
during  the  Arts  and  Crafts  movement  of  the  second 
halt  of  the  nineteenth  century  was  a  sentimental  and 
unsuccessful  attempt  to  re-interpret  Mediaeval  design, 
for  the  crudest  langsettles  of  the  Middle  Ages  were 
infinitely  more  comfortable  than  the  narrow-seated 
absurdities  produced  by  the  followers  of  William 
Morris,  which  were  intended  apparently  for  emaciated 
dwarfs.  But  well-made  settles  that  were  sensible  scats 
were  still  produced  in  country  workshops  until  thd 
early  years  of  the  present  century.  Now  they  almost 
quality  for  description  as  antiques,  and  are  often  better 
value  as  pieces  of  furniture  that  much  older  and  much 
cruder  seats  which,  because  of  their  age,  have  acquired' 
that  label. 
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America 

Joseph  T.  Butler 


EUROPEAN  DRAWINGS 
FROM  THE  FITZWILLIAM 

A  beautiful  selection  of  one  hundred  and  twenty- 
five  Old  Master  drawings  from  the  renowned 
collection  of  the  Fitzwilliam  Museum,  Cambridge 
can  presently  be  seen  at  The  Pierpont  Morgan 
Library,  New  York  to  13  February.  The  exhibi- 
tion was  organised  during  the  last  two  years  by 
the  International  Exhibitions  Foundation  of 
Washington,  dc  as  the  latest  in  a  series  of 
scholarly  shows  of  drawings  by  the  great  Masters 
of  the  world. 

The  present  selection,  made  by  Professor 
Michael  Jaffe,  Director  of  the  Fitzwilliam,  ranges 
from  the  sixteenth  until  the  nineteenth  centuries. 
The  works  were  chosen  from  more  than  two 
thousand  works  and  have  never  been  exhibited  in 
this  country  before.  The  British  Ambassador, 
Sir  Peter  Ramsbotham,  is  sponsoring  the  show, 
which  will  also  be  seen  in  Fort  Worth,  Texas 
(26  February-10  April  1977);  The  Baltimore 
Museum  of  Art  (23  April-3  June  1977);  The 
Minneapolis  Institute  of  Arts  (18  June-7  August 
1977) ;  and  the  Philadelphia  Museum  of  Art 
(1  September-15  October  1977). 

The  following  Schools  are  represented:  Italy, 
France,  Germany  and  Switzerland,  Holland  and 
Flanders,  and  Spain.  Among  the  finest  and  rarest 
Italian  works  are  those  by  Michelangelo, 
Leonardo  da  Vinci,  Parmigianino,  Raphael, 
Titian,  and  the  Tiepolos.  French  drawings  in- 
clude beautiful  sheets  by  Claude  Lorrain,  Nicolas 

jj  Poussin,  Antoine  Watteau,  Boucher,  Fragonard, 
as  well  as  Ingres,  Degas,  and  Cezanne.  The  Dutch 
group  contains  outstanding  examples  by  Rem- 
brandt and  his  school,  and  the  Flemish  group 
equally  handsome  ones  by  Rubens  and  Van  Dyck. 
Cranach,  Burgkmair,  Elsheimer  and  Urs  Graf 
represent  the  Northern  Schools.  Isaac  Oliver  is 
the  only  English  artist  included.  There  are  also 
two  exceptional  Spanish  loans,  by  Ribera  and 
Goya  respectively. 

Professor  Jaffe,  who  is  well  known  for  his  pro- 
lific writings  on  Old  Master  drawings  and  paint- 
ings, notably  concerning  Rubens,  wrote  the 
Introduction  and  the  individual  descriptions  for 
the  fully-illustrated  catalogue  which  accom- 
panies the  show.  He  was  assisted  by  Duncan 
Robinson,  Keeper  of  the  Graphics  Department, 

;  Fitzwilliam  Museum,  and  Malcolm  Cormack, 
now  with  the  Yale  Center  for  British  Art,  Yale 
University. 


1.  Francesco  Mazzola, 

II  Parmigianino. 

The  Holy  Family, 

pen,  brown  ink,  brown  wash, 

heightened  with  white. 

Fitzwilliam  Museum. 


2.  Francisco  de  Goya  y  Lucientes. 
The  Pen  is  Mightier  than  the  Sword, 
black  chalk  or  lithographic  chalk. 
Fitzwilliam  Museum. 


AMERICAN  PAINTINGS, 
WATERCOLOURS 
AND  DRAWINGS 

The  George  Walter  Vincent  Smith  Art  Museum 
in  Springfield,  Mass.,  is  presenting  a  significant 
exhibition  of  American  art  through  30  January. 
The  exhibition  is  composed  primarily  of  the 
American  works  collected  by  Mr.  Smith  and 
housed  since  1895  in  the  George  Walter  Vincent 
Smith  Art  Museum,  which  has  heretofore  been 
known  principally  for  its  outstanding  Oriental 
collections. 

Coinciding  with  the  publication  of  a  complete 
catalogue  of  the  Smith  collection  of  American 
art  by  Dean  Flower  and  Francis  Murphy,  the 
exhibition  includes  about  two  hundred  and  tifty 
works  by  one  hundred  artists,  most  of  which  are 
seen  for  the  first  time.  The  majority  of  the  works 
were  the  personally  selected  purchases  of  George 
Walter  Vincent  Smith  (1 832-1923)  in  his  active 
support  of  American  artists  working  during  his 
own  lifetime. 

The  collection  includes  many  major  nineteenth- 
century  artists,  such  as  Albert  Bierstadt,  Thomas 
Cole,  Sanford  Gifford,  George  Inness,  John 
Frederick  Kensett,  and  Alexander  Wyant,  with 
Scene  in  the  Catskills,  1851,  by  Frederic  E.  Church 
perhaps  its  single  most  important  canvas.  The 
exhibition  also  brings  to  light  a  great  number  of 
such  gifted  but  less  well  known  artists  as  Henry 
Hammond  Ahl,  George  Henry  Boughton, 
William  Hart,  and  Arthur  Parton,  whose  work  is 
seen  in  its  contribution  to  the  development  of 
American  painting  from  the  mid-nineteenth 
century  to  the  1920s. 
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3.  J.  G.  Brown. 
Nary  a  Red. 

George  Walter  Vincent  Smith 
Art  Museum. 

Also  included  in  the  exhibition  are  other 
artists  whose  work  has  only  in  recent  years  be- 
come recognised  through  rediscovery  and  re- 
evaluation.  Among  them  are  John  Joseph 
Enneking,  Aaron  Shattuck,  and  marine  artists 
William  Trost  Richards  and  Alfred  T.  Bricher,  of 
whose  work  Mr.  Smith  was  virtually  the  only 
major  collector  during  the  artist's  lifetime. 

An  extensive  group  of  genre  paintings  include  a 
number  of  works  by  J.  G.  Brown.  Among  a  large 
collection  of  portraits  are  three  by  Chester 
Harding,  with  1871  and  1872  portraits  of  Mr. 
Smith  and  his  wife,  Belle  Townsley  Smith,  by 
Joseph  Eaton.  The  years  that  Mr.  and  Mrs.  Smith 
lived  abroad  are  reflected  in  the  emphasis  of  the 
collection  of  many  Italian,  Scottish,  and  English 
landscapes  and  Venetian  scenes  by  American 
artists. 

The  catalogue,  'American  Paintings,  Water- 
colours  and  Drawings  (to  1923)  in  the  George 
Walter  Vincent  Smith  Art  Museum',  is  fully 
illustrated  by  black  and  white  identification 
photographs  and  twelve  large  plates.  It  contains 
an  eighteen-page  essay,  'American  Fainting  in  the 
Collection  of  George  Walter  Vincent  Smith, 
1832-1923',  by  Dean  Flower  and  Francis 
Murphy  of  Smith  College  and  useful  biographic- 
al sketches  of  each  of  the  artists,  many  of  whom 
have  never  before  been  researched. 


THE  BEVERLEY  R.  ROBINSON 

COLLECTION  OF 

UNITED  STATES  NAVAL  PRINTS 

A  significant  bicentennial  exhibition,  American 
Naval  Prints:  The  Beverley  R.  Robinson  Collection, 
United  States  Naval  Academy  Museum,  is  currently 
touring  this  country  under  the  auspices  of  the 
International  Exhibitions  Foundation,  Washing- 
ton, DC.  The  show  consists  of  sixty-five  works 
selected  from  the  distinguished  Beverley  R. 
Robinson  Collection  of  naval  battle  prints 
located  at  the  Museum  of  the  United  States  Naval 
Academy,  Annapolis.  Chosen  by  Washington  art 
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critic  and  author,  Gene  Baro,  the  prints  form  the 
largest  group  of  works  ever  to  circulate  from  this 
important  collection. 

The  scope  of  the  Robinson  Collection  reflects 
the  naval  histories  of  both  Europe  and  America, 
and  includes  excellent  prints  ranging  in  date  from 
the  sixteenth  through  the  nineteenth  centuries. 
The  present  show  has  been  arranged  chronolo- 
gically to  portray  American  naval  history  from 
the  colonial  wars  through  the  period  of  the  Civil 
War.  The  catalogue  Foreword  States  that:  'The 
emergence  of  our  country  from  the  status  of  a 
European  colony,  influenced  and  inhibited  by  the 
politics  and  quarrels  of  the  Old  World,  into  a  sea 
power  to  be  reckoned  with  at  the  start  of  the 
twentieth  century  is  clearly  shown  in  the  sixty- 
five  prints  in  this  exhibition'.  Illustrations  of  note- 
worthy engagements  at  sea  and  various  naval  ex- 
ploits document  the  important  actions  which 
occurred  during  each  conflict.  The  exhibition 
contains  excellent  prints  of  some  of  the  most 
celebrated  encounters  from  each  war:  the  contro- 
versial Revolutionary  War  battle  between  the 
Bon  Homme  Richard  and  the  British  Serapis;  the 
victory  by  the  American  Constitution  over  the 
English  frigate  Guerriere  in  the  War  of  18 12;  and 
the  struggle,  also  during  the  War  of  18 12,  which 
resulted  in  the  capture  of  the  English  frigate 
Macedonian  by  the  United  States. 

Most  of  the  battle  scenes  are  by  artists  con- 
temporary to  the  events,  who  recorded  eye- 
witness accounts.  Many  were  executed  by  such 
European  artists  and  printers  as  Jean  Jerome 
Baugean  (1764-1819),  John  Boydell  (1719-1804) 
and  Richard  Paton  (1717-1791).  Among  the 
works  by  American  printers  are  several  litho- 
graphs by  Currier  and  Ives,  including  their  1862 
illustration  of  the  famous  engagement  between 
the  Monitor  and  the  Merrimac.  Also  shown  is 
Alexander  Lawson's  engraving  after  a  painting  by 
Thomas  Birch  of  Perry's  victory  in  the  battle  of 
Lake  Erie. 

A  fully-illustrated  catalogue  with  an  Intro- 
duction by  Professor  Roger  Stein  of  the  State 
University  of  New  York,  Binghamton,  accom- 
panys  the  exhibition. 

4.  Constitution  and  Guerriere,  20  August  1812, 
drawn  by  Montardier  de  Havre, 
engraved  by  Baugean,  coloured  engraving. 
The  Beverley  R.  Robinson  Collection, 
United  States  Naval  Academy  Museum. 


5.  Miguel  Bekrocal. 
Mini-Cariatide, 

twenty-four  elements  compose  the  piece, 
nickel-plated  metal,  1968-1969. 
Artist's  collection. 

SCULPTURE  BY  BERROCAL 

Miguel  Berrocal  (born  1932)  is  the  creator  of 
elegant,  intricate  sculpture.  The  internationally 
known  sculptor  was  born  in  Spain  and  now  lives 
in  a  Renaissance  palazzo  outside  Verona,  Italy. 
His  works,  made  of  bronze  or  nickel-plated 
metal,  are  complex  puzzles  of  many  interlocking 
elements  which  can  be  taken  apart  and  re- 
assembled. Some  works  can  even  be  separated 
and  interchanged  to  form  an  entirely  different 
piece.  When  Homage  to  Romeo  and  Juliet  is  dis- 
assembled, it  becomes  an  eighty-six-piece  dinner 
service  for  two.  Each  component  of  Berrocal's 
sculpture  is  a  sculpture  in  itself.  The  Indianapolis 
Museum  of  Art  (Indiana)  recently  staged  an 
important  Berrocal  exhibition  which  is  currently 
touring  other  mid-western  museums. 


Bcrrocal  believes  that  a  sculpture  should  be 
something  more  than  an  object  to  be  placed  on  a 
ncdcstal  and  admired.  His  work  demands  that  the 

|  spectator  touch  it,  pick  it  up,  manipulate  it,  take 
it  apart,  put  it  together.  For  Bcrrocal,  a  sculpture 
does  not  fulfill  its  role  as  a  work  of  art  until  the 
spectator,  through  active  involvement,  becomes 
an  integral  part  of  it.  He  actually  anticipated  the 

I  current  rage  for  multiples  in  his  sculptures  made 
in  limited  editions. 

The  exhibition  of  thirty  of  Bcrrocal's  works 
clearly  demonstrates  his  sense  of  beautiful  shape 
and  surface  as  well  as  his  genius  for  construction. 
A  well  illustrated  catalogue,  in   Spanish  and 

i  French,  accompanies  the  exhibition. 

I  ART NOUVEAU  BELGIUM/FRANCE 

An  exhibition  of  Art  Nouveau,  concentrating  on 
the  movement  as  it  was  manifested  in  Belgium 
and  France,  and  comprehensive  for  these  count- 
ries to  an  extent  unprecedented  in  American  ex- 
hibitions, was  organised  by  the  Institute  for  the 
Arts,  Rice  University  (Houston,  Texas)  and  the 
I  Art  Institute  of  Chicago.  The  exhibition  closed 
late  in  1976.  Included  were  some  six  hundred  and 
forty  loans  drawn  from  museums  and  private 
collections  in  Europe  and  the  United  States.  A 
large  proportion  were  extraordinarily  porcelain, 
stoneware,  glass,  metalwork,  and  jewellery 
pieces,  some  of  which  have  not  been  seen  in  this 
country  since  the  World  Fairs  of  Chicago,  1893, 
and  St.  Louis,  1904.  Other  categories  were  paint- 
ings by  the  Pont-Aven,  the  Nabi,  and  other 
Symbolist  artists  which  influenced  and,  in  some 
:  instances,  were  representative  of  Art  Nouveau; 
Japanese,  Chinese,  and  Persian  sources  of  Art 
Nouveau;  English  and  other  European  and 
American  examples  of  decorative  arts  and  illus- 
trations that  are  likewise  sources  or  interesting 
comparisons;  Belgian  and  French  Art  Nouveau 
posters,  furniture,  wallpaper,  and  household 
objects;  studies  and  period  photographs  of 
Belgian  and  French  Art  Nouveau  architecture; 
and  some  one  hundred  and  twenty  examples  of 
Hector  Guimard's  cast-iron  ornaments  for  archi- 
tectural and  other  uses. 

The  contributors  of  essays  to  the  fantastic  cata- 
logue for  the  exhibition,  published  by  the 
Institute  for  the  Arts,  Rice  University,  are 
Yvonne  Brunhammer,  Curator  of  the  Musee  des 
Arts  Decoratifs,  Paris;  Maurice  Culot,  architect 
and  Director  of  the  Archives  d' Architecture 
Moderne,  Brussels,  and  professor  at  the  Ecole 
Nationale  Superieure  d'Architecture  et  des  Arts 
Visuels,  Brussels;  Francois  Loyer,  architecture 
1  critic  and  professor  at  the  University  of  Rennes; 
Alain  Weill,  curator  of  the  Bibliotheque  des  Arts 
Decoratifs,  Paris;  Jacques-Gregoire  Watelet, 
specialist  in  Art  Nouveau;  Alain  Blondel  and 
Yves  Plantin  of  the  Galerie  du  Luxembourg, 
j  Paris,  who  are  preparing  the  catalogue  raisonne  of 
Guimard.  Victor  Beyer,  chief  curator  of  the 
sculpture  department  of  the  Louvre  wrote  an 
introduction.  The  seven  hundred  and  twenty 
items  in  the  exhibition  are  all  documented  and 
reproduced  in  the  catalogue  (twenty-two  in 
colour) ;  included  also  are  biographies  of  the 
artist  and  architects,  and  an  extensive  biblio- 
graphy. 

6.  Henri  Matisse. 
Mimosa, 

woven  textile,  1949. 
Chrysler  Museum  at  Norfolk. 
Gift  of  Jeffrey  Loria. 


IMPORTANT  MUSEUM 
ACQUISITIONS 

Three  recent  gifts  have  enriched  the  Chrysler 
Museum  at  Norfolk  (Virginia)  collection  in  the 
area  of  nineteenth-  and  twentieth-  century  French 
and  Spanish  art.  The  earliest  work,  an  anonymous 
gift,  is  a  fine  oil  painting  on  panel  by  Eugene 
Boudin  (1824- 1898)  entitled  Le  Bac  a  Trouville.  It 
represents  the  building  which  was  the  customs 
house  in  the  fashionable  sea-side  resort  where 
Boudin  spent  so  many  years  of  his  life.  Boudin 
was  almost  entirely  self-taught  as  a  painter,  yet  by 
rigorous  discipline  he  evolved  his  distinctive 
sparkling  style  which  so  perfectly  captured  the 
effects  of  sky  and  water.  Boudin  was  a  friend  of 
Courbet,  Monet,  and  Baudelaire,  and  was  a  col- 
league of  the  Impressionists,  who  invited  him  to 
participate  in  their  first  exhibition  in  1874.  The 
year  after  his  death  Boudin  received  the  singular 
honour  of  a  retrospective  exhibition  of  over 
three  hundred  paintings  at  the  Ecole  des  Beaux 
Arts  in  Paris. 

The  generosity  of  Mr.  Jeffrey  Loria  of  New 
York  City  has  provided  the  Museum  with 
an  interesting  example  of  Henri  Matisse's  invent- 
ive imagination.  It  is  a  woven  textile  called 
Mimosa.  The  late  1940s  and  early  1950s  were, 
despite  Matisse's  age  and  poor  health,  a  pro- 
ductive period,  and  he  experimented  with  many- 
new  media.  He  designed  tapestries  and  stencilled 
wall  hangings,  and  in  1949  he  designed  this  work 
for  the  American  firm  of  Alexander  Smith  and 
Company.  Matisse  prepared  the  colourful  pattern 
by  making  his  design  from  pieces  of  coloured 
paper  cut  out  with  scissors,  a  method  he  had 
begun  to  use  for  compositions  in  the  1940s.  Also 
similar  to  those  works  is  the  leafy  seaweed-like 
forms  of  Mimosa  which  probably  had  their  origin 
in  Matisse's  early  trip  to  Tahiti.  The  edition  of 
the  finished  work,  approved  by  the  artist,  was  not 
ready  until  1 95 1,  after  one  whole  edition  had 
been  scrapped  because  it  did  not  meet  his  exacting 
standards.  Certainly  the  effort  was  justified,  for 
this  wonderfully  decorative  piece  is  sure  to 
delight  the  eye  of  any  viewer. 


7.  Emanuel  Leutze. 
Mrs.  Schuyler  burning  her  Wheat  Fields 
on  the  Approach  of  the  British,  1852. 
Los  Angeles  County  Museum  of  Art. 
Gift  of  Mr.  and  Mrs.  J.  M.  Schaaf 
Mr.  and  Mrs.  William  D.  Witherspoon, 
Mr.  and  Mrs.  Julian  Ganz,Jr.  and 
Air.  and  Mrs.  Charles  C.  Shoemaker. 

The  last  addition  to  the  collection,  a  gift  of  Mr. 
Walter  P.  Chrysler,  Jr.,  is  a  self-portrait  by 
Salvador  Dali  of  1964.  Dali  has  always  been 
fascinated  by  his  own  physiognomy  especially  his 
well-known  moustache.  The  present  work 
actually  shows  a  model  for  part  of  a  proposed 
relief-sculpture  commissioned  by  Alexanders 
Department  Store  in  1962/3.  The  remaining  part 
of  the  relief  was  to  consist  of  several  giraffes. 
Although  the  project  was  not  carried  out,  the 
Museum  is  fortunate  to  have  benefitted  by 
receiving  this  record  of  it;  a  unique  work  by  one 
of  the  century's  most  creative  men. 

Through  the  great  generosity  of  Mr.  and  Mrs. 
J.  M.  Schaaf,  Mr.  and  Mrs.  William  D.  Wither- 
spoon, Mr.  and  Mrs.  Julian  Ganz,  Jr.,  and  Mr. 
and  Mrs.  Charles  C.  Shoemaker,  the  Los  Angeles 
County  Museum  of  Art  has  recently  acquired  a 
major  work  by  Emanuel  Leutze  (1816-1868) 
titled  Mrs.  Schuyler  burning  her  Wheat  Fields  on  the 
Approach  of  the  British. 

Leutze  was  regarded  as  one  of  the  leading 
painters  of  historical  subjects,  both  in  this 
country  and  at  the  German  art  Centre  of  Dussel- 
dorf,  where  he  worked  intermittently  between 
1841  and  1858.  He  is  best  known  for  his  Washing- 
ton crossing  the  Delaware  (1849-1851)  in  The 
Metropolitan  Museum  of  Art.  Painted  in  1852, 
shortly  after  Washington  crossing  the  Delaware,  the 
present  painting  represents  Leutze  at  the  peak  of 
his  artistic  powers.  Crisply  painted,  with  con- 
siderable attention  to  detail,  the  picture  is  radiant 
with  an  effect  of  bright  daylight  and  the  skilful 
colour  for  which  the  artist  was  noted. 

Mrs.  Schuyler  burning  her  Wheat  Fields  on  the 
Approach  of  the  British  portrays  an  instance  of  the 
courage  and  patriotism  of  Mrs.  Catharine  Van 
Rensselaer  Schuyler  (1734-1803),  wife  of  General 
Philip  Schuyler.  As  the  British  army  under 
Burgoyne  was  approaching,  Mrs.  Schuyler  went 
up  to  her  estate  near  Saratoga  to  remove  her 
possessions.  Encountering  a  panic-stricken  crowd 
who  warned  her  against  the  danger  ahead,  she 
determined  without  hesitation  to  proceed,  in 
order  to  set  an  example  of  calmness  and  courage. 
Her  last  act  before  leaving  her  estate  was  to  set 
fire  to  her  wheat  fields  so  that  the  enemy  could 
not  harvest  the  grain. 
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Gothic  Revival 
Furniture  in  the 
United  States 
1830-1870 

David  B.  Warren  and 
Katherine  S.  Howe 


While  it  is  not  surprising  that  Great  Britain 
with  its  rich  Mediaeval  heritage  enjoyed 
a  lively  Gothic  Revival  phase  in  both  architecture 
and  the  Decorative  Arts  in  the  romantic  era  of  the 
nineteenth  century,  it  seems  slightly  ironic  that 
the  United  States,  which  was  inhabited  by 
Indians  during  the  Middle  Ages,  should  have 
shared  the  same  enthusiasm.  Nonetheless, 
Americans  zealously  turned  to  the  Gothic  Revival 
style  in  the  1830s  and  maintained  their  interest 
into  the  1870s  when  both  the  Gothic  and  other 
revivalist  fashions  were  superceded  by  more 
austere  designs  espoused  by  Charles  Eastlake. 
Inspired  by  design  books  published  on  both  sides 
of  the  Atlantic,  Gothic  Revival  cottages,  villas, 
castles,  as  well  as  a  few  plantations,  proliferated 
throughout  the  United  States.  It  was  in  furniture, 
however,  that  the  Gothic  style  seems  to  have  had 
its  most  popular  appeal. 


Above. 

2.  Armchair,  Philadelphia,  Pennsylvania,  c.  1830, 

maple  veneer,  maple  and  Eastern  white  pine. 

Height:  44^  inches (1 13.03  cm.); 

Width :  26|  inches  (67.95  cm-) ; 

Depth:  18  inches  (45.72  cm.). 

Mr.  and  Mrs.  James  Biddle. 

Photograph :  Will  Brown. 

The  purpose  of  this  article  is  to  comment  on 
some  aspects  of  that  furniture  style  in  the  United 
States.  The  observations  result  from  an  exhibition 
of  American  Gothic  Revival  decorative  arts  held 
last  year,  the  first  retrospective  exhibition  of  its 
kind  in  America.1 

The  American  Gothic  Revival  style  did  not 
emerge  full  blown,  rather  it  began  as  a  timid 
overlay  on  the  more  popular  Restoration  style  of 
the  1830s.  Little  by  little  Mediaeval  motifs  -  tre- 
foils, quatrefoils,  and  pointed  arches  -  began  to  be 
applied  to  the  broad  expanses  of  mahogany  and 
rosewood  veneer  conspicuous  in  the  late  Classical- 
style  furniture  of  the  day.  The  desk  and  bookcase 
made  by  J.  and  J.  W.  Meeks  (No.  1)  with  Gothic 
detail  in  the  doors  of  the  upper  and  lower  sections 
is  a  prime  example  of  this  first  phase  of  Gothic 
furniture.  At  the  same  time,  a  variety  of  arches 
were  applied  to  the  backs  of  the  Restoration 
chaise  gondole  and  of  otherwise  Classical  chairs, 
such  as  a  curulc-based  example  made  for  Anda- 
lusia near  Philadelphia  in  the  1830s  (No.  2).  Both 
case  pieces  and  chairs  not  only  retained  their 
Restoration  silhouettes  but  also  were  heavily 
dependent  on  richly  figured  woods.  It  was  not 
until  the  next  decade  when  styles  progressed  to 
those  of  Gothic  configuration  -  chairs  with 
pointed  backs,  polygonal  tables  with  drops  grac- 
ing their  skirts,  and  beds  with  spires  topping  each 

1.  Desk  and  bookcase  by 
John  and  Joseph  W.  Meeks 
(active  partnership  1836-1860), 
New  York,  1836-1847, 
rosewood  and  satinwood. 
Height:  91 J  inches  (233.05  cm.); 
Width:  52$  inches (133.05  cm.); 
Depth:  23 \  inches  (50.06  cm.). 
The  Metropolitan  Museum  of  Art ; 
Rogers  Fund,  ig6g. 


i    aost  -  that  woods  tended  to  be  the  plainer 
I  American  black  walnut,  oak,  and  occasionally 
■  rherry.  Aside  from  the  purist's  notion  that  oak 
md  walnut  were  more  'correct'  for  Mediaeval 
reproductions,  the  fact  of  the  matter  was  that  in 
:he  Gothic  Revival  and  other  revivalist  modes 
|  surface  pattern  was  no  longer  as  visually  import- 
|  mt  as  external  ornament  and  the  shape  of 
;he  object  itself.  The  result  was  no  longer  a 
J  centativc  usage  of  Gothic  ornament,  but  rather  a 
)  romantic  rcvitalisation  of  Gothic  shapes.  Light 
ind  shade  and  pierced  and  solid  areas  became 
Exceedingly  vital  in  all  furniture  design.  With 
j  elaborate  carving  and  complex  and  occasionally 
fanciful  motifs,  mahogany  and  rosewood,  to  a 
lesser  degree,  ceased  to  hold  their  earlier  attrac- 
tions. 

It  should  be  pointed  out  that  while  more 
popular  than  previously  thought,  it  is  clear  that 
the  Gothic  Revival  never  held  exclusive  domain 
over  the  styles  of  mid-nineteenth-century 
America.  Indeed,  in  the  eclectic  spirit  that  marked 
the  era  the  style  frequently  co-existed  with  the 
Renaissance  and  Rococo  Revival  modes.  Styles 
were  often  commingled  within  one  domicile;  the 
Gothic  was  deemed  especially  appropriate  for  the 
hall  or  the  library,  a  place  of  retreat  and  contem- 
plation. Even  in  households  lacking  a  Gothic 

i  room,  an  individual  example  frequently  served  as 

|  an  accent  piece.  Although  the  style  was  applied 
to  virtually  every  type  of  furniture,  chairs  are  by 

'  far  the  most  common  surviving  form.  A  sur- 
prisingly large  number  of  children's  chairs  are  also 

i  extant.  Occasionally  several  revivals  were  mixed 
within  the  same  object.  A  side  chair  (No.  3) 


3.  Side  chair,  United  States, 
c.  1850-1860,  walnut. 
Height:  46^  inches(iio.n  cm.); 
Width:  20  inches (50.80  cm.); 
Depth:  18  inches  (45.72  cm.). 
Mr.  Lee  B.  Anderson. 
Photograph  :  Helga  Photo  Studio. 


4.  Centre  table,  possibly  designed  by 
Alexander  Jackson  Davis  (1803-1892), 
New  York,  c.  1844,  cherry  and  marble. 
Height :  30  inches  (76.20  cm.) ; 
Diameter  (at  sides) :  3  7  inches  (93.98  cm.). 
Mr.  Lev  B.  Anderson. 
Photograph :  Allen  Mewbourn. 

illustrates  how  handsomely  the  Rococo  and 
Gothic  Revival  styles  could  be  blended.  Gently 
curving  cabriole  legs  and  serpentine  seat  typical 
of  the  Rococo  compliment  an  equally  graceful 
back  ornamented  by  a  full  vocabulary  of  Gothic 
devices:  a  quatrefoil,  arches,  crockets,  and  a 
thistle  finial. 

The  mature  Gothic  Revival  style  in  American 
furniture  was  greatly  influenced  by  English 
design  books  and  sources.  Perhaps  the  most 
widely  published  borrower  from  English  sources 


was  Andrew  Jackson  Downing,  the  standard 
bearer  of  the  Gothic  Revival  style  in  the  United 
States.  In  the  furniture  section  of  'The  Architec- 
ture of  Country  Houses'  Downing  liberally  (and 
seldom  giving  credit)  reproduced  revivalist 
designs  from  'An  Encyclopaedia  of  Cottage, 
Farm,  and  Village  Architecture',  first  published 
in  1833  by  John  Claudius  Loudon.2  While  no 
examples  of  that  furniture  survive,  Downing's 
recommendations  were  apparently  followed.  A 
cherry  and  marble  centre  table  (No.  4),  now 
missing  the  drops  and  mouldings  once  outlining 
its  skirt,  is  remarkably  similar  to  one  illustrated  by 
Downing  in  the  drawing  room  at  Kenwood 
(No.  5),  a  villa  designed  by  Alexander  Jackson 

5.  Drawing  room  at  Kenwood,  Gothic  style, 
from  Andrew  Jackson  Downing's, 
'The  Architecture  of  Country  Houses'. 
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Top. 

6.  Dining  table,  possibly  designed  by 
Alexander  Jackson  Davis  (i  803-1 892), 
New  York,  1841-1866,  oak. 
Height :       inches  (77.47  cm.) ; 
Width:  56]  inches (142.88  cm.); 

Length  (extended) :  138^  inches  (3  51. 17  cm.). 
Lyndhurst,  National  Trust 
for  Historic  Preservation. 
Photograph :  Allen  Mewbonrn. 

Above. 

7.  Octagon  table,  1835,  from  Pugin's 
'Gothic  Furniture  in  the  Style  of  the 
fifteenth  century'. 

Davis  and  built  in  the  Hudson  River  Valley.3  In 
other  instances  American  cabinet-makers  went 
straight  to  English  sources.  The  hexagonal  dining 
table  at  Davis-designed  Lyndhurst  (No.  6)  is  a 
conspicuous  example  of  American  adaptation. 
Its  prototype  quite  clearly  is  an  octagon  table 
published  by  Augustus  Wclby  Northmore 
Pugin  in  1835  (No.  7). 4  However,  the  American 
oak  version  lacks  the  complexity  of  Pugin's 
design:  its  moldings  are  much  more  austere,  the 
tracery  on  the  pedestal  mote  simply  rendered, 
and  the  gargoyles  lack  variety.  Nonetheless,  with 
a  nod  toward  typical  American  utilitarianism, 
the  Lyndhurst  table  does  expand  to  accommo- 
date several  leaves.  The  shallow,  incised  vines 
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along  the  skirt  and  darts  on  the  legs  bear  traces  of  j 
gilt,  and  are  carved  in  a  style  similar  to  that  seen 
in  later  Eastlake-influenced  designs,  leading  one 
to  conclude  that  the  table  was  either  made  in  the 
1 860s  or  at  least  'improved'  with  more  stylish 
carving  at  that  late  date.5  Alexander  JacKson ! 
Davis  may  or  may  not  have  been  involved  with  j 
the  Pugin-derived  table  at  Lyndhurst,  but  he  was 
most  certainly  closely  associated   with  other; 
furnishings  in  this  elegant  castle,  including  its 
dining  and  hall  chairs,  the  designs  for  which  still ' 
survive.5 

Other  American  architects  also  worked  toward 
a  total  Gothic  environment.  One  of  them  was  j 
James  Renwick,  Jr.,  the  designer  of  both  Saint ; 
Patrick's  Cathedral  in  New  York  (1859-1879)  and  : 
the  original  Smithsonian  Institution  Building  in  \ 
Washington,  DC  (1846-1855).  For  the  Regent's} 
Room  in  the  Smithsonian  Renwick  specified  that } 
'Eighteen  heavily  carved  arm  Chairs,  and  one  I 
heavily  carved  table  in  the  Norman  style,  will  be 
carved  for  the  Regents'  room,  from  the  bestl 
black  walnut,  varnished  4  coats  and  polished. 
The  whole  to  be  carved  according  to  the  designs 
and  directions  of  the  Architect'  (No.  8). 7  At  least 
nine  of  Ren  wick's  throne-like  chairs  survive  in  six  I 
similar  but  not   identical   designs.  Renwick's 
terminology  is  indicative  of  the  imprecise,  non-1 
archaeological  nomenclature  that  he  and  other  | 
American  designers  used  when  discussing  Gothic! 
or  Mediaeval  material.  By  a  'table  in  the  Norman' 
style'  Renwick  probably  referred  to  one  with 
either  a  dcntilled  skirt  or  spiral-turned  legs,  1 
Americans,  whose  revival  followed  the  British  by1 
about  twenty  years,  were  not  nearly  so  comfort- i< 
able  with  the  vocabulary,  nor  were  they  so  con-1 
cerned  with  a  chronological  progression  within  1 
the  style.  Downing  illustrated  designs  in  the} 
English,  Gothic,  Norman,  and  bracketed  styles* 
simultaneously,8  but  aside  from  his  Norman  I 
interiors  having  an  abundance  of  serrated  door} 
frames  and  mantels,  all  the  designs  are  essentially 
the  same.  Downing  also  rather  indiscriminately 
noted  that  a  'Gothic  character  may  easily  be 
given  to  plain  chamber  furniture  by  any  joiner  or 
cabinet-maker  who  has  tools  to  make  the  neces- 
sary mouldings'.9  That  casual  approach  to  good 
design  is  quite  different  from  Charles  Eastlake's 
later  view  of  simplicity  and  functionalism,  which 
he  felt  were  exemplified  in  surviving  furniture  of 
the  Middle  Ages. 

In  the  Gothic  Revival  with  which  we  are  con-  | 
cerned,  the  forms  arc  exclusively  nineteenth- 
century  interpretations  of  the  Middle  Ages  adap- 
ted to  the  nineteenth-century's  definitions  of, 
comfort  using  nineteenth-century  materials  audi 
modes  of  construction.  The  approach  presentedl 
still  another  problem -that  of  adapting  the  archi- 
tecture of  one  century  to  the  interior  design  of  1 
another.  The  style  was  rife  with  the  difficulties 
inherent  when  makers  superimposed  architec- 
tural elements  of  massive  stone  cathedrals  on 
wood  objects  destined  for  tasteful  parlours. 
A  rose  window,  for  example,  is  a  stirring  sight 
in  the  west  end  of  a  cathedral  and  makes  a 
fascinating  chair  back  (No.  9),  but  it  is  uncom- 
fortable   to    lean    against.    Occasionally  the 

8.  Armchair,  design  attributed  to 
James  Renwick,  Jr.  (1818-1895), 
Washington,  DC,  1846-1855,  walnut. 
Height:  55  inches (139.70 cm.) ; 
Width :  26  inches  (66.04  cm.) ; 
Depth:  23^  inches (59.69  cm.). 
The  Smithsonian  Institution 
Furnishings  Collection. 


Above. 

g.  Hall  chair,  possibly  by 
John  and  Joseph  W.  Mecks 
(active  partnership  c.  1836-1859) 
New  York,  c.  1850,  rosewood. 
Height:  44  inches (1 1 1.76  cm.); 
Width:  20\  inches (52.07  cm.); 
Depth:  19  inches  (48.26  cm.). 
Mr.  Lee  B.  Anderson. 
Photograph :  Hclga  Photo  Studio. 


10.  Bed,  probably  New  England  or 
New  York,  c.  1846,  white  pine,  paint. 
Height:  47J  inches  (120.65  cm.); 
Width:  60}  inches (153.04  cm.); 
Length:  85^  inches (217.17  cm.). 
Society  for  the  Preservation 

of  New  England  Antiquities, 
Boston,  Massachusetts. 
Photograph :  Richard  Chech. 

Below. 

11.  Settee  attributed  to  Thomas  Brooks 
1811-1887),  Brooklyn,  New  York, 

c.  1846,  black  walnut  and  black  cherry. 
Height:  52I  inches  (133.73  cm.); 
Width:  61 1  inches  (157.24  cm.) ; 
Depth:  22J  inches  (57.94  cm.). 
Society  for  the  Preservation 
oj  New  England  Antiquities, 
Boston ,  Massachusetts. 


American  designer's  solution  to  the  problem  ot 
vocabulary  versus  function  was  rather  clever,  it 
not  necessarily  unique  to  the  Gothic  mode,  as 
when  Thomas  Brooks,  the  probable  maker  of  a 
set  of  furniture  at  Roseland  in  Woodstock, 
Connecticut,  was  faced  with  the  problem  ot 
working  vertical  thrust  into  a  horizontal  settee 
(No.  11):  he  simply  divided  it  into  two  verticals 
joined  by  a  low  horizontal.  Quatrefoils  that  once 
graced  cathedrals  are  here  reduced  in  scale  and 
applied  to  backs,  knees,  and  rails  of  a  settee.  This 
example  is  part  of  a  household  of  Gothic  Revival 
furniture  ordered  by  Brooklyn,  New  York,  pub- 
lisher Henry  Chandler  Bowen  for  his  summer 
home.  Fortunately  Bowen's  expense  ledger  sur- 
vives in  which  he  notes  that  on  13  February  1847, 
he  paid  'Mr.  Brooks  bill  of  furniture'  in  the 
amount  of  one  thousand  and  eighty-five  dollars 
and  twenty-one  cents.10  One  can  only  assume 
that  Bowen  was  referring  to  fellow  Brooklynite 
Thomas  Brooks  who  advertised  'rosewood  & 
mahogany  /  cabinet  furniture  /  on  an  exten- 
sive scale,  of  entirely  new  and  beautiful  patterns, 
which  will  defy  all  competition  either  in  this  city 
or  New  York,  as  regards  taste,  workmanship, 
durability  or  cheapness  .  .  .  All  or  any  kind  of 
cabinet  furniture  and  chairs  made  to  order,  and 
warranted'.11  Bowen  was  much  thriftier  in 
furnishing  the  bedrooms  of  his  cottage  than  in 
his  public  rooms,  choosing  white  pine  chests  and 
sleigh  beds  (No.  10)  simply  painted  in  shades  of 
mustard  in  a  trompe  I'oeil  fashion.  While  the  beds 
(there  are  two)  retain  conservative  Restoration 
silhouettes,  their  obvious  Gothic  quatrefoils, 
milk  thistles,  and  double-ended  trefoil  arches  are 
unmistakable  nods  to  the  later  style. 

Bowen's  economy  is  not  an  isolated  example. 
Aside  from  country  or  provincial  versions  of  the 
Gothic  style  one  also  sees  thrift  111  elegant  urban 
pieces  such  as  an  upholstered  side  chair  (No.  12) 
made  by  John  Jclliff  of  Newark,  New  Jersey, 
which  is  now  in  the  Newark  Museum.  Long 
thought  to  be  made  of  rosewood,  the  chair  in 
reality  is  made  of  American  black  walnut  that  has 
been  grained.  Other  attempts  at  economy  were 
closely  linked  to  the  Industrial  Revolution.  The 
handsaw  facilitated  the  elboratc  piercings  symp- 
tomatic of  the  style,  while  pragmatic  furniture 
makers  discovered  that  they  could  expand  their 
product  lines  by  interchanging  backs  and  stiles 
thereby  creating  a  'mix  and  match'  relationship 
within  their  mass-produced  products.  Although 
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12.  Side  chair,  John  Jellirf  (1813-1893), 
Newark,  New  Jersey,  c.  1855, 
grained  American  black  walnut. 
Height:  58^  inches (149.33  cm.); 
Width :  1 8  inches  (45.72  cm.). 
Newark  Museum,  Newark,  New  Jersey. 


14.  Child's  armchair,  United  State 
c.  1 840-1 860,  walnut  and  pine. 
Height:  32  inches  (81.28  cm.) ; 
Width:  14^  inches (36.83  cm.); 
Depth:  13^  inches  (34.29  cm.). 
Mr.  Frank  Brozyna. 
Photograph:  Helga  Photo  Studio. 


the  backs  of  these  two  chairs  (Nos.  13  and  14)  ai 
virtually  identical,  the  bobbin-turned  stiles  art 
arms  on  the  child's  chair  give  it  a  very  dirferer! 
appearance  from  the  related  side  chair.  In  add 
tion,  one  begins  to  see  the  use  of  cast  iron  fc, 
mass-produced  furniture  used  in  both  hoirtts  an 
gardens  (No.  15).  That  humble  material  enable 
elaborate  forms  to  be  manufactured  easily  one 
the  complexity  of  their  moulds  was  masterec 
Clustered  columns,  moulded  arches,  drops  an 
any  number  of  other  devices  which  would  hav  I 
taken  days  to  produce  in  wood,  could  be  create, 
in  one  swift  process. 

As  one  would  expect,  those  urban  areas  ex 
periencing  the  greatest  growth  and  prosperir 
were  the  same  areas  which  seem  to  have  producei 
the  most  Gothic  Revival  furniture.  New  Yorl 
and  Philadelphia  seem  to  have  led  the  trend  witl 
documented  products  by  such  reputable  firms  ay 
the  Meeks  family  of  cabinet-makers  (No.  1)  anctf 
Thomas  Brooks  in  New  York  (Nos.  10  and  11)' 
and  Crawford  Riddell  (No.  16),  Anthon\ 
Quervelle,  and  George  J.  Henkels  in  Philadelphia: 

The  Riddell  bedroom  suite  was  made  accord-U 
ing  to  tradition  for  Henry  Clay's  use  in  Th^ 
White  House  should  he  have  been  electee  1 
President  in  1844.  When  Clay  was  defeated,  thq 
set,  consisting  of  a  bedstead  and  fittings,  armour 
(sic),  two  wash-stands,  six  chairs,  bureau,  chevai 
glass,  and  octagon  table  were  bought  for  Rose-) 
down  Plantation  in  Saint  Francisville,  Louisiana, 
for  two  thousand,  one  hundred  and  eighty, 
dollars,  and  a  wing  was  added  to  the  house  to! 
accommodate  it.12  The  idea  of  a  Gothic  Revival! 
interior  was  entirely  in  keeping  with  the  con-J 
cept  of  chivalry  which  has  so  frequently  been 
linked  to  the  South's  aristocratic  code.  The  bed,! 
which  stands  thirteen  and  a  half  feet  high  is  cer- 


i 


Left. 

13.  Side  chair,  United  States, 
c.  1 840-1 860,  walnut. 
Height:  38  inches (96.52  cm.); 
Width:  17J  inches  (44.33  cm.); 
Depth:  17  inches  (43.18  cm.). 
Lyman  Allyn  Museum, 
New  London,  Connecticut, 
Photograph  :  Louis  S.  Martel. 


15.  Pier  table,  United  States, 

c.  1 845-1 860,  cast  iron  and  marble. 

Height:  34J  inches  (87.6  cm.). 

Width:  52^  inches  (133.3  cm.). 

Depth:  i8£  inches  (47  cm.). 

Mr.  Richard  H.  Howland. 

Photograph  :  The  Smithsonian  Institution. 
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tail ll >'  one  of  the  most  imposing  piec  es  ever  built 

.  in  this  country  in  the  Gothic  Revival  style. 
Riddell's  careful  veneering,  clustered  columns 

'  and  detailed  moldings  speak  well  for  the  high 
standards  of  Philadelphia  craftsmanship.  The  set 

'  is  also  tangible  proof  of  the  established  trade 
relationships  existing  between  the  East  and  Gull 

'  coasts  prior  to  the  Civil  War.  Other  urban  areas 
represented  by  documented  examples  in  the  style 
include  Troy,  New  York  (Daniels  and  Hitchins, 
active  c.  1850-1868),  Boston  (Gilbert  1).  Whit- 
more,  active  c.  1 843-1 865),  Baltimore  (Robert 
Renwick,  active  c.  1837-1890),  and,  of  course, 
Newark,  New  Jersey  (John  Jclliff,  active  c. 
1835-1860). 

That  the  Gothic  Revival  waned  in  popularity 
in  the  1870s  was  certainly  understandable.  Both 
its  beauty  and  its  demise  lay  in  its  being  an 
'  unusually  cumbersome  style.  Its  whimsical  but 
I  awkward  shapes,  frequently  fragile  construction 

I  16.  Bed,  attributed  to 

Crawford  Riddell 
,  (active  c.  183 7- 1849), 

Philadelphia,  Pennsylvania, 

.  1S37-1846,  rosewood. 

Height:  162  inches (41 1.48  cm.); 

Width :  90  inches  (228.60  cm.) ; 

Depth:  104  inches  (264.16  cm.). 

David  M.  Underwood, 

Roscdoirn  Plantation. 


embellished  with  'glued  moldings',  as  Downing 
called  them,  delicate  drops,  and  veneers  made  it 
pleasant  to  look  .it  but  difficult  to  live  with.  After 
\  ears  ot  appl\  ing  mouldings  and  ornaments  with 
a  romantic  Gothic  feel  to  more  modest  forms,  the 
trend  slutted  toward  simplic  it\  of  shape,  fun<  tion, 
and  silhouette.  It  moved  away  from  applying 
fanciful  architectural  elements  to  making  furni- 
ture as  austere  and  sturdy  as  some  of  the  pieces 
which  survived  from  the  Middle  Ages.  Charles 
Eastlake  wrote: 

/  would  especially  caution  my  readers  against  the 
contemptible  specimens  of.  .  .  pscudo-(  Gothic  joinery 
...  .-I  fragment  of  Jacobean  woodcaruing,  or  a 
single  'linen-fold'  panel ,  is  frequently  considered 
a  sufficient  authority  for  the  construction  of  a 
massive  sideboard,  which  bears  no  .  .  .  relation 
to  the  genuine  work  of  the  Middle  Ages.  .  .  Not 
only  is  the  rudeness  of  old  carving  parodied .  .  . 
but  the  very  construction  of  the  articles  in  question 
is  defective.  Nails  and  screws  are  substituted for  the 
stout  wooden  pins  and  tenon-joints  of  mediaeval 
framing ;  mouldings,  instead  of  being  worked  in 
the  solid  wood,  are  'run'  in  separate  strips,  and 
only  glued  into  their  places ;  cracks  and  fissures 
are  filled  up  with  putty,  and  the  whole  surface  is 
often  smeared  thickly  with  a  dark  varnish  .  .  .  ,13 

And,  too,  the  United  States,  sobered  by  the 
Civil  War,  enlarged  by  immigrant  groups, 
changed  by  increased  urbanisation,  and  moving 


towards  its  centennial,  just  was  not  as  interested 
in  the  Middle  Ages  as  it  once  was.  The  nation 
was  ready  for  both  sturdy,  mass-produced 
Eastlake-influenced  furniture  and  colonial  revival 
designs  inspired  by  its  one  hundredth  birthday. 

NOTES 

1.  See  Katherine  S.  Howe  and  David  B.Warren, 
'The  Gothic  Revival  Style  in  America, 

1 830-1 870'  (Houston  :  The  Museum 
of  Fine  Arts,  Houston,  1976).  The 
exhibition  ot  Decorative  Arts  was  held  from 
1  April  to  6June  1976,  at  The  Museum  of 
Fine  Arts,  Houston.  The  exhibition  focused 
exclusively  on  the  domestic  phase  of  the 
style,  leaving  both  the  institutional  and 
ecclesiastical  aspects  of  the  revival  for 
further  study. 

2.  See  Andrew  Jackson  1  )owning,  'The 
Architecture  of  Country  Houses'  (New 
York:  Dover  Publications,  Inc.,  1969; 
reprint  of  18  50  ed.) ;  and  John  Claudius 
Loudon,  'An  Encyclopaedia  of  Cottage, 
Farm,  and  Villa  Architecture  and  Furniture' 
(ncwed.,  London:  Longmans,  Green,  and 
Company,  1867,  first  published  in  1833). 
Compare  Downing's  Gothic  Revival  chairs 
(figs.  263-267)  with  Loudon's  (figs.  661-663, 
667-668)  and  Downing's  book  cases  (figs. 
274-275)  with  Loudon's  (figs.  2010-201 1) ; 
they  are  clearly  identical. 

3.  Downing,  'The  Architecture  of  Country 
Houses',  p.  385. 

4.  Augustus  Wclby  Northmore  Pugin,  'Gothic 
Furniture  in  the  Style  of  the  fifteenth 
century'  (London:  Ackcrmann  and 
Company,  1835),  pi.  12. 

5.  For  a  more  detailed  discussion,  see  Howe 
and  Warren,  'The  Gothic  Revival  Style  in 
America',  39. 

6.  See  the  Alexander  Jackson  Davis  Papers, 
Avery  Architectural  Library,  Columbia 
University,  New  York,  New  York. 

7.  Specifications  of  the  Carpenters'  andjoiners' 
Work  tor  the  Smithsonian  Institution, 
Timber',  from  the  files  of  the  Smithsonian 
Institution,  Washington,  nc,  6. 

8.  All  tour  styles  appear  in  Downing,  'The 
Architecture  of  Country  Houses'. 

9.  Ibid.,  442-443. 

10.  Henry  C.  Bowen,  'The  Ledger  of  Henry 
C.  Bowen',  Society  for  the  Preservation  of 
New  England  Antiquities,  Boston, 
Massachusetts. 

11.  'Brooklyn  Directory  and  Yearly  Advertiser 
for  1846  &  7'  (Brooklyn:  WilliamJ.  Heame, 
and  Edwin  Van  Nostrand,  n.  d.),  n.  p. 

1 2.  'Philadelphia  :  Three  Centuries  of  American 
Art'  (Philadelphia:  Philadelphia  Museum  of 
Art,  1976),  p.  320. 

13.  CharlcsL  Eastlake, 'Hints  on  Household 
Taste  in  Furniture,  Upholstery  and  Other 
Details'  (4th  ed.  rev.,  London  :  Longmans, 
Green  and  Company,  1878),  pp.  64-66. 
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Anglo-Saxon  Manuscripts 
900-1066 

Roman  Baroque  Painting 
Victorian  Panorama 


The  above  illustration  is  taken  from  'India  Love 
Poems'  by  Tambimutti  and  with  eighteen 
illustrations  by  John  Piper.  The  edition  is  limited 
to  two  hundred  copies  I  which  forty  will  be 
accompanied  by  an  on.  ii  illustration.  Each 
book  is  hand-made  and  -  printed  throughout, 
bound  in  niger  morocco  with  Tussah  silk  sides 


Anglo-Saxon  Manuscripts 
900-1066 

A  Survey  of  Manuscripts  Illuminated 
in  the  British  Isles:  Volume  11 
By  E.  Temple 

244  pages,  364  illustrations 
and  6  colour 

London:  harvey  miller 
£28.50 

This  is  the  second  volume  to  appear  in  a  projected 
series  of  six,  under  the  collective  title  'A  Survey  of 
Manuscripts  Illuminated  in  the  British  Isles'.  The 
first  volume  to  be  published,  'Romanesque 
Manuscripts'  by  C.  M.  Kautfmann,  appeared  in 
1975  and  was  warmly  welcomed  by  this  reviewer 
{The  Connoisseur,  July  1975)-  It  is  therefore  a 
pleasure  to  extend  a  warm,  if  slightly  more 
guarded,  welcome  to  Dr.  Temple's  volume, 
which  consolidates  the  promising  start  made  by 
Dr.  Kauffmann  and  confirms  that  the  project  will, 
when  complete,  be  a  major  source  of  information 
for  all  students  of  manuscript  painting.  It  will 
also  provide  a  fascinating  overall  view  ot  British 
Mediaeval  illustration,  which,  whatever  its  depend- 
ence on  and  relationship  to  continental  material, 
maintained  a  coherent  tradition  of  its  own. 

The  new  volume  follows  the  pattern  establish- 
ed in  the  previous  one,  with  a  discursive  intro- 
duction, followed  by  a  catalogue  of  manuscripts 
and  extensive  illustrations.  The  catalogue  con- 
tains one  hundred  and  six  entries,  which  by 
curious  chance  (it  can  hardly  be  editorial  policy) 
is  the  same  number  listed  in  'Romanesque 
Manuscripts'.  (In  fact  the  number  of  manuscripts 
included  here  is  greater,  since  those  books  which 
contain  only  decorated  initials  are  grouped  to- 
gether under  a  single  catalogue  entry.)  Each  entry 
describes  a  manuscript  and  its  illustrations,  gives 
its  provenance,  and  lists  a  full  bibliography.  All 
the  major  liturgical  manuscripts  of  the  period  are 
included.  This  is  a  very  satisfactory  system,  and 


and  comes  in  a  sandalwood  slipease.  The  forty 
volumes  with  an  original  illustration  arc  priced 
at  £450  and  the  others  at  £250.  The  publishers, 
Paradine  Reprints  (Claridge  House,  32  Davies 
Street,  London  wi)  and  Paradine  (768  Fifth 
Avenue,  New  York,  ny  10019)  should  be  con- 
tacted to  reserve  copies. 


results  in  instructive  entries  which  often  amour) 
to  miniature  essays.  Thus  several  pages  aii 
devoted  to  the  most  famous  of  all  Anglo-Saxo! 
manuscripts,  the  'Benedictional'  of  St.  Ethel  wolo 
providing  the  best  and  most  readily  acc^ssibt 
description  of  all  the  illustrations  in  the  book.  Th  \ 
volume  also  includes  the  first  full  description  i 
English  of  an  important  but  little  know) 
Evangeliary  and  Lectionary  in  the  Bibliotek 
Narodowa  in  Warsaw.  All  the  manuscripi 
described  are  also  illustrated,  and  the  quality  c 
the  reproductions  is  generally  satisfactory  I 
although  the  colour  plates  are  disappointing. 

Notwithstanding  all  that  is  admirable  in  th 
book,  it  does  have  some  faults.  Dr.  Temple's  ai 
historical  judgements,  although  largely  founde 
on  previous  work,  often  seem  to  lack  precisio: 
and  occasionally  are  difficult  to  follow.  A  fev 
examples  may  serve  to  illustrate  this.  On  the  fin 
page  of  the  Introduction,  Bede's  'Life  of  Sain 
Cuthbert'(Corpus  Christi  College  Ms.  183)  is  sai 
to  be  stylistically  related  to  the  famous  Caroling 
ian  bible  from  San  Paolo  in  Rome.  To  demon 
strate  this  point  a  comparison  is  made  between 
full  page  illustration  from  the  Bede  manuscript 
reproduced  to  a  size  of  twenty-eight  by  eighteei 
centimetres  and  containing  two  figures,  and 
page  from  the  bible,  reproduced  to  a  size  o 
nine  by  seven  and  a  half  centimetres  and  con 
taining  approximately  sixty-three  figures.  Giva 
the  disparity  of  size  and  numbers,  stylistic  com-1 
parison  is  rather  difficult,  but  after  detailed  studw 
and  considerable  eye  strain  I  was  unable  to  fin<1 1 
any  significant  points  of  similarity.  The  failure  ofl 
this  comparison  might  be  attributable  in  part  telr 
poor  book  design  and  poor  choice  of  illustrations* 
but  there  are  other  instances.  Thus  the  famous I 
drawing  of  Christ  attributed  to  Saint  Dunstan 
(Bod.  Lib.  Auct.  F  4.  32)  is  also  derived  from  a 
Carolingian  source,  and  the  ivory  book  covers  of  I 
the  Lorsch  gospels  are  cited  as  a  specific  parallel.  I 
Such  comparisons  have  been  made  before,  but  it 
seems  rash  to  ignore  the  fact  that  the  former  is: 
exclusively  linear  while  the  latter  is  primarily 
concerned  with  classical  concepts  of  volume.  This' 
again  might  be  a  simple  difference  of  opinion,  but 
doubts  continue  when  we  are  next  told  that! 
Dunstan's  Christ  has  'almost  a  replica'  in  Oxford,! 
St.  John's  College  Ms.  28.  A  glance  at  these  two  I 
figures,  usefully  reproduced  on  facing  pages,  will 
convince   most   people    that    the  relationship 
between  them  is  in  no  way  more  than  superficial, 
and  certainly  the  word  'replica'  is  out  ot  place.  \\ 
This  inaccurate  use  of  language  occurs  elsewhere, 
most  notably  in  the  over-frequent  applicaton  of] 
the  word  'monumental',  which  crops  up  so  often.' 
that  it  almost  seems  that  whenever  an  Anglo- |i 
Saxon  illustrator  put  pen  to  paper  the  result  was  I 
inevitably  monumental.  It  cannot,  of  course,  be  I* 
argued  that  no  miniature  art  is  monumental,  but 
in  fact  very  little  of  it  is  and  the  term  should  be 
used  sparingly  and  accurately.  Descriptions  such 
as  'a  monumental  Crucifixion  drawn  in  a  delicate, 
quavering  line'  present  us  with  an  impossible 
duality;  how  can  something  be  monumental  and 
delicate  at  the  same  time,  let  alone  quavering? 

These  strictures  are  of  small  significance,  how- 
ever, and  they  do  not  seriously  detract  from  the 
value  of  the  book  or  of  Dr.  Temple's  extensive 
research  and  compilation  of  material.  'Anglo- 
Saxon  Manuscripts',  together  with  'Romanesque 
Manuscripts',  presents  us  with  a  survey  of  three 
hundred  years  of  an  extraordinary  vital  and  vivid 
pictorial  tradition.  When  the  series  is  complete 
it  will  surely  (and  justly)  be  termed  a  monu- 
mental achievement.  Alan  Borg 


62 


Roman  Baroque  Painting 

By  Ellis  1 1  aterhouse 
172  pages,  81  illustrations 
1   London:  phaidon  press 

The  first  edition  of  this  book  appeared  as  long  ago 
as  1937.  'printed  for  subscribers  to  The  British 
Sc  hool  at  Rome',  and  until  the  appearance  of  the 
present  edition  was  spoken  of  with  something 
I'  approaching  reverence,  if  not  awe.  Only  five 
hundred  copies  were  printed,  but  it  was  not 
I  simply  its  rarity  which  made  it  so  sought-after: 
its  uniqueness  was,  and  is,  its  presentation  of  the 
principal  works  of  a  large  group  of  painters  major 
and  minor  who  were  active  in  Rome  in  the 
I  seventeenth    century.    Despite    the  time-lapse 
between  the  editions,  readily  available  literature 
on  many  of  these  artists  is  as  scarce  as  ever,  which 
I  unfortunately  results  in  their  being  conveniently 
j   classified  as  solely  'of  specialist  interest'.  Mildly 
eccentric  though  the  reasoning  behind  Professor 
Waterhousc's  selections  for  the  lists  is  ('So  much 
I   research  has  been  done  on  Lanfranco  since  1937 
that  my  old  lists  must  be  considered  obsolete'  - 
and  none  of  Lanfranco's  works  are  included), 
they  are  more  than  ever  invaluable  as  an  intelli- 
gent introduction  to  the  field. 

Minor  adjustments  have  been  made  to  indi- 
vidual entries,  whose  number  has  been  added  to 
with  the  works  of  artists  such  as  Onofrio 
Avellino,  the  Bonifazi,  Carlo  Cesi,  Filippo  Lauri, 
Muratori,  Andrea  Procaccini  and  Francesco  Rosa. 
Geographical  limits  arc  tightened,  so  that,  for 
example,  Cortona's  work  at  Arezzo  is  now 
omitted,  and  references  which  were  of  necessity 
vague  in  1937  have  been  made  more  specific.  The 
plates  are  now  in  alphabetical  order,  and  have 
been  increased  from  sixty  to  eighty-one.  Where- 
ever  possible,  the  author  has  given  the  negative 
numbers  for  photographs  in  for  example  the  Gab- 
inetto  Fotografico  Nazionale  or  the  Archivio 
Fotografico  Vaticano,  a  pattern  which  should  be 
followed  by  all  lists  of  this  type  since  it  facilitates 
the  ordering  of  photographic  material  from 
abroad.  While  the  bibliographies  for  each  artist 
make  no  attempt  to  be  comprehensive,  their  use 
in  conjunction  with  the  outstanding  seven-page 
outline  ot  bibliographical  sources  is  perhaps  the 
best  introduction  to  an  intensive  study  of  the 
whole  period  in  print. 

It  would  be  a  great  mistake  to  regard  this  book 
as  merely  a  w-ork  of  reference,  since  contained  in 
the  series  of  introductory  essays  on  particular 
artists  or  aspects  of  the  period  are  some  of  the 
nicest  perceptions.  Discussing  Annibale  Carracci's 
Galatea,  Professor  Waterhouse  says  that  'unlike 
Raphael's,  [it]  recalls  a  Roman  copy  of  a  Greek 
original  and  his  paintings  fell  out  of  our  affection 
with  the  ancient  statues  to  which  they  are  akin'. 
Such  terse,  informative  and  thought-provoking 
writing  has  been  noticeably  lacking  in  writings 
on  the  Baroque,  and  abounds  in  this  text  whose 
only  fault  is  to  make  one  regret  its  brevity. 
Among  the  plates,  of  which  there  are  more  than 
twenty  new  examples,  are  some  of  the  most 
beautiful  Italian  post-Renaissance  paintings: 
Maratti's  St.  John  the  Evangelist,  Camassei's 
Death  of  the  Children  ofNiobe,  Sacchi's  Miracle  of 
the  Corporal  and  the  little-known  but  breath- 
taking Feast  of  Anthony  and  Cleopatra  by 
Trevisani  from  the  Spada  Gallery. 

Charles  McCorquodale 


Harold  P.  Stern,  Director  of  the  Freer  Gallery  of 
Art,  Washington  dc,  has  selected  a  most  des- 
ccrning  and  delightful  array  of  Japanese  art  for 
his  book  'Birds,  Beasts,  Blossoms,  and  Bugs'  (196 
pages,  91  illustrations  and  86  colour;  New  York: 
Harry  Abrams).  These  works  formed  part  of 
an  exhibition  of  the  same  name  which  was  orga- 
nised by  Dr.  Stern  for  the  u.c.l.a.  Art  Council 
held  at  the  u.c.l.a.  Frederick  S.  Wright  Art 
Gallery,  Los  Angeles.  Illustrated  here  is  Crickets, 
Cage  and  Flowers  by  Shibata  Zeshin  (1 807-1 891), 
Edo  Period,  Kakemono,  pigment  lacquer,  ink  and 
colours  on  paper,  128.3  x  41  cm.,  and  it  is  from 
the  author's  collection. 


Victorian  Panorama 

Paintings  of  Victorian  Life 
By  Christopher  Wood 
259  pages,  261  illustrations 
London:  faber  and  faber 
£12.50 

This  is  a  bold  and  in  many  ways  a  fascinating 
book;  Christopher  Wood's  art  history  leg  is 
longer  than  his  social  history  leg,  but  he  hops 
gamely  through  a  mass  of  material  and  allusion 
which  many  would  find  daunting  to  read,  if  not 
research.  It  is  a  tribute  to  his  skill  in  managing 
this  material  that  the  book  is  not  at  all  daunting. 
It  is  highly  readable,  full  of  provocative  state- 
ments (some  clearly  intended  that  way,  many 
perhaps  not),  and  crammed  with  literary  and 
painterly  references,  most  of  them  relevant  and 
supportortivc.  In  this  respect,  the  lack  of  foot- 
notes or  explanatory  addenda  is  very  disappoint- 
ing: the  Bibliography,  straightforward,  even 
elementary  as  it  is,  does  not  repair  this  omission. 

To  be  perhaps  over-critical,  the  author  sticks  so 
closely  to  the  paintings  under  his  eye,  a  repre- 
sentative but  by  no  means  complete  collection, 
that  the  narrative  surfers  occasionally  from  too 
little  sense  of  forethought  or  discipline;  there  is  an 
agreeable  sense  of  causerie  about  much  ot  the 
book,  of  a  good  story  told  amongst  friends. 
Although  this  contributes  greatly  to  the  enjoy- 
ment of  the  book,  a  more  rigorous  style  might 
have  been  more  in  keeping  with  the  subject.  But 


this  is  cavilling,  because  it  would  have  been 
impossible  to  see  and  analyse  all  the  known 
paintings  of  this  type.  If  Mr.  Wood  chooses  to 
give  the  impression  of  taking  the  reader  on  a 
conducted  tour  of  his  own  private  picture  gallery 
it  is  because  they  are  the  pictures  which  have 
come  under  his  eye,  and  from  which  he  has 
chosen  to  construct  his  several  theses.  Arising  out 
of  this  technique  are  the  books  two  greatest 
faults,  a  too  detailed  concentration  on  individual 
paintings,  and  a  kind  of  wearisome  'sw'3 '  prodding 
of  the  reader,  enlisting  support  with  all  those 
vexing  problems  of  domestic  help  which  we  all 
feel  so  acutely  nowadays:  an  extension  to  this 
complaint  is  that  many  of  the  captions  are  rather 
coy  and  some  of  them  inaccurately  suggestive. 

This  sounds  like  a  formidable  catalogue  of 
faults;  but  the  book  has  several  equally  obvious 
merits.  It  has  not  been  done  before,  and  therefore 
it  opens  the  way  to  a  far  more  serious  evaluation 
of  Victorian  painting  of  this  kind  than  has  been 
possible  hitherto.  It  is  written  with  obvious 
enthusiasm  and  enjoyment,  which  is  infectious, 
and  allows  the  reader  to  approach  a  traditionally 
unpopular  subject  with  sympathy  and  under- 
standing of  what  the  painters  intended.  It  sug- 
gests a  number  of  headings  under  w  hich  these 
paintings  can  usefully  be  grouped  for  study 
purposes,  and  attempts  to  relate  them  to  the  same 
theme  pursued  in  other  branches  of  the  arts.  The 
book  is  therefore  episodic,  and  lacks  a  sense  of 
completeness  as  though  the  author,  publisher 
permitting,  might  have  gone  on  to  add  a  further 
string  of  short  chapters.  The  last  three  chapters 
are  the  least  satisfactory,  both  in  their  treatment 
of  the  subjects  they  are  concerned  with  (emigra- 
tion, war  and  imperialism)  and  the  evidence, 
painterly  and  literary,  on  which  the  author's 
remarks  are  based.  He  ducks  die  issue  of  the 
Highland  clearances,  and  is  surprised  that  Irish 
emigration  was  not  a  popular  subject.  He  makes 
much  of  one  of  Lady  Butler's  paintings,  again 
ducks  out  of  saying  anything  about  the  Crimean 
war,  and  makes  large  claims  for  the  importance 
of  Fenton  the  photographer  and  Russell  the 
journalist.  Russell's  influence  was  of  course  very 
great,  but  there  were  plenty  of  other  corres- 
pondents, official  and  otherwise,  as  well;  and 
Fenton  did  not  photograph  battles,  only  occa- 
sionally their  aftermath.  Mr.  Wood  wonders 
why  there  were  so  few  naval  paintings  during  the 
Victorian  period;  naval  activity  was  perhaps  on 
too  small  a  scale,  or  too  monotonous,  to  inspire 
dramatic  canvases,  although  a  number  of  artists 
reverted  to  naval  history  for  suitably  grand  sub- 
ject matter.  The  final  section,  on  the  imperialist 
spirit,  is  full  of  large  generalisations.  I  doubt 
whether  the  Victorians  cherished  disasters  more 
than  victories,  and  it  is  quite  wrong  to  write  that 
'at  first  the  Empire  was  a  commercial  and  trading 
affair  .  .  .  but  in  the  late  nineteenth  century  a  new 
competitive  spirit  entered'.  Gamma  minus,  that 
one.  It  seems  over  paradoxical  to  quote  Seeley's 
dictum  that  'we  have  conquered  and  peopled 
half  the  world  in  a  fit  of  absence  of  mind'  and 
then  write  about  paintings  which  celebrate  a 
remarkable  presence  of  mind. 

Overall  this  is  a  useful  book,  if  not  a  very  pro- 
found one.  It  does  not  offer  any  startling  new 
insights,  but  it  is  highly  evocative  of  the  period. 
After  reading  it  one  feels  Victorian  -  and  I  mean 
that  as  a  compliment. 

William  Allan 
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The  Arts 
in  Europe 


One  of  a  pair  of  skyphoi  (drinking  cups), 
the  outer  shell  of  the  body  decorated 
in  high  repousse  relief,  silver. 

Diameter:  10.7  cm. 
From  the  Boscoreale  treasure. 
Louvre. 
Royal  Academy  of  Arts. 


Pompeii  ad  79 

20  November  1976  -  27  February  1977 
The  Royal  Academy  of  Arts, 
Burlington  House,  Piccadilly,  wi 

The  shades  of  Robert  Adam,  Hamilton  and 
Beckfoid,  not  to  mention  Gell  and  Lady  Bles- 
sington,  must  have  moved  with  delight  through 
the  halls  of  Burlington  House  as  the  Pompeian 
exhibition  opened.  For  there  -  almost  incredibly 
-  are  displayed  some  of  the  paintings  and  objects 
which  caused  such  a  sensation  on  their  discovery 
in  the  eighteenth  century:  the  fantastic  piece  of 
Second  Style  architectural  painting  from  the 
Herculaneum  basilica,  for  instance,  with  its  huge 
perspectives,  winged  horses  and  theatrical  masks, 
the  bronze  candelabra  and  four-legged  'samovar', 
the  statue  of  Isis  from  the  temple  at  Pompeii,  the 
two  large  terracotta  statues  of  actors  that 
Winckelmann  watched  being  unearthed,  gladi- 
ators' greaves  with  gorgons'  heads  on  the  knee- 
caps. How  Gell  would  have  loved  the  recon- 
struction model  of  the  House  of  the  Menander, 
the  ruins  of  which  were  still  underground  in  his 
day.  And  what  would  he  have  made  of  the 
replica  of  the  initiation  room  at  the  Villa  of  the 
Mysteries,  and  the  weird  cightcen-foot-high 
wall-painting  from  Oplontis,  a  site  which  he  had 
the  prescience  to  suspect  existed  but  which  was 
only  revealed  during  the  last  decade? 

There  have  been  Pompeian  exhibitions  else- 
where -  in  Paris,  Essen,  Lisbon  and  Tokyo  -  but 
this  is  by  far  the  largest  in  terms  of  what  the 
directors  of  the  Naples  Museum  have  been  pre- 
pared to  disgorge.  The  subject  of  Pompeii  is  so 
huge  that  an  exhibition  is  open  to  various 
themes.  John  Ward-Perkins  has  chosen  that  of 
'art  and  craftsmanship',  placed  within  the  context 
of  the  ordinary  Pompcians'  way  of  living  just 
before  the  eruption  in  August  AD  79-  This  has 
meant  less  emphasis  on  the  sheer  tragedy  of  the 
event  (though  we  are  shown  the  famous  casts  of 
the  dog  writhing  on  its  chain  and  the  prostrate 
girl  with  her  dress  rucked  over  her  hips),  and 
none  on  purely  archaeological  aspects  such  as 
street  planning  and  sanitation;  and  none  on  what 
evolved  out  of  the  inspiration  of  people  such  as 
Adam  and  Thomas  Hope.  Then  one  cannot  help 
being  sad  that,  amidst  all  the  wealth  allowed  to  us, 
we  arc  not  shown  just  one  piece  ot  statuary  from 
the  Villa  of  the  Papyri.  But  apparently  there  was 
a  firm  embargo  on  this  collection ;  and  of  course 
it  can  hardly  be  pretended  that  the  villa's  owner 
was  an  'ordinary'  Pompeian,  or  rather  Hercu- 
lancan.  Some  small,  though  very  attractive 
mosaic-work,  including  a  rather  grand  woman, 
who  could  easily  be  a  modern  Italian,  and  the 
well-known  composition  with  an  octopus  fight- 
ing a  lobster,  are  on  show,  but  again  the  Neapoli- 
tans -  understandably  -  did  not  wish  the  larger 
treasures  to  be  removed.  It  happens  that  the 
Papyri  and  mosaic  rooms  are  (with  the  glass  and 
small  bronzes)  among  the  few  really  satisfactory 
ones  in  the  ailing  Musco  Nazionalc.  As  a  result 
wc  have  for  the  moment  at  Burlington  House  a 
better  impression  of  what  it  was  like  to  have  been 
a  Pompeian  than  we  would  by  tramping  through 
long,  dusty  corridors  in  Naples. 

Mr.  Ward-Perkins  uses  the  term  'art  and 
craftsmanship'  advisedly,  he  says  in  his  very  full 
catalogue  (each  object  is  illustrated),  since  in 
Roman  times  artists  and  craftsmen  were  synony- 
mous, working  to  'supply  the  specific  needs  of  a 
patron  or,  more  generally,  the  demands  of  public 
taste'.  It  certainly  cannot  be  claimed  that  Pom- 


peian  paintings  are  great  art.  They  are  remark-j 
able  chiefly  for  their  curious  subject  matter,  theil 
gaiety,  vigour  and  the  clues  they  give  to  archi- 
tecture, furniture  and  clothing.  The  greates 
pictures  are  in  the  Villa  of  the  Mysteries,  and  thosi 
found  at  Boscoreale  and  in  the  HercuLancun 
basilica.  The  Alexander  mosaic  ranks  among  thq 
world's  masterpieces.  The  Papyri  statuary,  tha 
Dancing  Faun,  and  the  statues  from  the  House  of! 
the  Stags  at  Herculaneum  are  superb.  But  thesej 
were  made  by  Greeks  for  rich  people,  or  were] 
derived  from  Greek  originals.  At  Burlington] 
House  the  few  examples  of  Hellenic  art  seem  to 
jump  out  at  us,  such  as  the  relief  of  Achilles 
curing  Telephos;  and  there  are  some  beautiful 
examples  of  Greek  workmanship  in  silver,  again 
from  Boscoreale  and  lent  by  the  Louvre  and  the 
British  Museum. 

An  interesting  point  about  Pompeian  paint- 
ings is  that  there  were  so  many,  and  in  this  a 
comparison  could  be  made  with  Dutch  houses 
of  the  sixteenth  and  seventeenth  centuries.  At 
Pompeii  walls  round  gardens  even  had  garden 
scenes  painted  on  them  -  there  is  an  amusing 
example,  showing  a  terrier-like  dog,  at  the 
exhibition.  At  least  ten  of  the  pictures  on  display 
rank  among  the  most  famous  and  publicised  of 
any  from  Pompeii,  Herculaneum  and  Stabiae, 
including  not  only  some  marvellous  Chinese-like 
idyllic  landscapes,  but  views  of  marine  villas  and 
the  double  portrait  of  the  baker  and  his  wife, 
obviously  taken  from  life. 

The  statue  of  Mammius  Maximus  in  a  stylish 
toga,  and  a  horse's  head,  found  in  January  1739 
and  one  of  the  very  first  major  discoveries, 
are  the  exhibition's  example  ot  public  art.  For  the 
rest  nearly  all  the  other  objects  are  domestic,  such 
as  marble  portrait-busts,  jewellery,  cooking  pots, 
figurines  representing  household  gods,  and  some 
beautiful  glass  -  black  and  white,  turquoise  and 
amber.  There  are  also  some  lewd  and  very  tunny 
phalluses,  used  as  talismans  or  lamps,  of  the  sort 
that  would  have  been  thought  unsuitable  tor  the 
eyes  of  ladies,  let  alone  school-girls,  only  a  few 
years  ago.  All  along  a  wall  in  Room  111  is  a 
photographic  representation  of  one  side  of  the 
peristyle  of  the  House  of  the  Vettii,  in  front  of 
which  is  ranged  a  selection  of  the  Pompeian 
version  of  garden  gnomes,  though  decidedly 
superior  in  taste  (the  brothers  Vettn  must  have 
had  a  penchant  for  Greek  comedy).  On  the  op 
posite  side  is  a  strange,  rather  childish  fresco 
apparently  depicting  the  Judgement  of  Soloinan 
enacted  by  pygmies  -  maybe  indicating  a  Jewish 
presence  in  the  town. 

Room  v  is  an  ambitious  venture,  the  room  in 
the  Villa  of  the  Mysteries,  exactly  to  scale  and  in 
colour.  Nothing  'ordinary'  here  cither;  indeed  a 
decided  shock.  The  sequence  in  this  horrific 
scene  is  said  to  represent  the  initiation  of  young 
brides  of  Dionysiac  rites.  There  have  been  many 
interpretations  of  the  various  figures,  most  of 
which  seem  to  be  based  on  Pergamene  originals. 
Now  at  last  there  is  a  chance  to  examine  them 
slowly  and  in  detail. 

The  topography  of  Pompeii  can  also  be 
examined  in  detail  on  a  large-scale  map,  made  in 
cork  by  Richard  Powell;  even  the  stepping  stones 
are  visible.  The  designers  of  the  exhibition,  Stefan 
Buzas  and  Alan  Irvine,  have  extended  the  use  of 
cork,  w  ith  considerable  effect,  on  the  same  wall. 
Each  room  is  in  contrasting  colours,  one  -  of 
course  -  being  in  Pompeian  red.  It  is  a  relief, 
after  the  Chinese  exhibition,  to  have  such  good 
lighting,  though  maybe  Room  n  is  a  bit  stark. 
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The  sense  of  arrangement  and  exact  placing  is 
brilliant,  reminiscent  of  the  new  museum  at 
Paestum.  The  last  room  is,  however,  intention- 
ally dark  and  thus  a  dramatic  climax.  It  contains 
the  Boscoreale  silver  and  a  case  of  gladiatorial 
armour,  in  front  of  a  blown  up  photograph  of  the 
amphitheatre  with  Vesuvius  beyond.  Finally 
there  is  a  wall-painting  of  Oplontis,  like  an 
exotic  Piranesi,  with  a  great  seam  running  across, 
just  as  the  mountain  itself  split  open  that  morning 
in  ad  79. 

The   Villa   of  Oplontis,   three   miles  from 
!  Pompeii,  probably  belonged  to  Poppaea,  and 
i  much  of  it  still  lies  under  the  modem  town  of 
!  Torre  Annunziata.  It  is  a  reminder  of  how  nun  li 
still  awaits  discovery  beneath  that  'genius  of  the 
scene',  as  Dickens  called  Vesuvius. 

Raleigh  Trevelyan 

A  Tonic  to  the  Nation 

An  exhibition  to  commemorate 
the  Festival  of  Britain  1951 
26  November  1976  -  3  April  1977 
Victoria  and  Albert  Museum, 
South  Kensington,  SW7 

The  idea  for  a  festival  of  Britain,  proposed 
towards  the  end  of  the  Second  World  War  and 
intended  to  mark  the  centenary  of  the  1851  Great 
Exhibition,  as  well  as  officially  signal  the  end  of  a 
wearisome  six  years  was  finally  realised  in  1951; 
the  original  aims  were  rather  forgotten,  however. 
At  one  time  it  looked  as  though  the  whole  scheme 
might  be  abandoned  altogether,  since  it  attracted 
powerful  opponents  and,  in  the  lean  post-war 
years,  could  easily  be  dismissed  as  frivolous, 
irrelevant  and  extravagant.  However,  the  en- 
thusiasm of  the  minister  responsible,  Herbert 
Morrison,  and  the  drive  and  ingenuity  of  the 
Director  General,  Gerald  Barry,  together  with 
his  architects,  designers  and  engineers,  managed 
to  preserve  the  necessary  momentum.  Various 
local  celebrations  took  place  all  over  the  country 
-  as  well  as  major  exhibitions  in  Glasgow  and 
Belfast  -  with  appropriate  refurbishing  and  re- 
construction to  brighten  up  some  of  the  worst 
drabness,  but  the  focal  point  was  undoubtedly 
London  -  specifically  a  stretch  of  the  South 
Bank  -  with  eight  million  visitors  to  the  Festival 
over  five  months. 

It  was  undoubtedly  a  great  popular  success  and 
certainly  deserved  to  be,  with  the  enormous  am- 
.  ount  of  diversions  it  offered:  intellectual,  aesthetic, 
escapist;   new   buildings,   bright   colours,  en- 
j  chanted  vistas,  stimulating  exhibitions  with  the 
f  added  bonus  that  it  was  entirely  British  achievc- 
1  ments  that  were  being  celebrated.  The  present 
exhibition  at  the  Victoria  and  Albert  Museum 
cannot  hope  to  reproduce  cither  the  tun  or 
;  novelty  aspects  of  the  Festival,  nor  indeed  the 
j  patriotic  pride  it  seems  to  have  induced.  It  does 
attempt  to  capture,  however,  something  of  the 
mood  of  the  whole  affair  by  displaying  physical 
'  reminders   backed-up   by    appropriate  sound- 
tracks. We  see  photographs  of  Festival  areas  in 
:heir  full  splendour,  rescued  architectural  debris, 
posters,  chairs  and  so  on ;  also  models  of  the  South 
I  Bank  section  to  explain  the  layout.  The  final  area 
m  the  exhibition  shows  a  typical  post-Festival 
titties  sitting-room. 

Since  we  cannot  have  the  actual  thing,  the 
most  attainable  purpose  of  the  Victoria  and 
Mbcrt  exhibition,  and  the  main  justification  for 
!  remembering   the   Festival   of  Britain   at  all, 
rostalgic  wallow  aside,  would  be  to  try  and 


discover  if  a  'Festival  Style'  ever  existed,  and  it  it 
did  to  define  it,  and  finally  to  determine  its  in- 
fluence. In  the  entertaining  and  informative 
book  which  complements  the  exhibition, 
Reyner  Banham  dismisses  the  whole  question  as  a 
non-event,  particularly  the  claim  that  the  sty  le- 
was  particularly  English  and  innovatory.  That  he 
chooses  to  open  his  essay  by  an  all-out  attack  on  .1 
passage  from  a  light-hearted  book  by  Osbert 
Lancaster  which  does  not,  111  fact,  make  this  claim 
but  even  seems  to  be  in  partial  agreement  with 
Banham,  is  unfortunate.  He  is  probably  right, 
though,  in  stressing  the  basic  unorigmality  of  the 
style,  stemming  from  concepts  fully  discussed  in  the 
1930s;  many  of  its  practitioners,  in  the  same  book 
stress  this  too,  however.  He  tends  to  overlook  that 
the  Festival  buildings  on  the  South  Bank  were 
new  for  Britain,  as  were  many  of  the  artefacts 
and  design  features  which  surrounded  and  went 
inside  them.  Some  objects  111  the  exhibition 
exemplify  how  cliche-ridden  certain  features 
were  to  become:  metal  criss-cross  or  v-shaped 
struts  terminating  in  plastic  bobbles,  serving  as 
magazine  racks  or  flower-pot  containers,  in- 
spired by  the  atom  structures  which  the  Festival 
designers  were  urged  to  study  tor  creative 
stimulation.  Other  exhibits,  although  equally 
representative  of  the  fifties,  hardly  suggest  this 
particular  type  of 'modernism'  -  the  embroidered 
relief  mural,  'The  Country  Wife',  for  example; 
this  does  illustrate,  however,  the  whimsical, 
folk/craft  element  w  hich  w  as  another  important 
strand  in  the  Festival.  To  one  whose  only  partici- 
pation in  the  Festival  spirit  is  possession  of  one  ot 
the  specially  minted  silver  crown  pieces,  both 
book  and  exhibition  round  out  the  picture 
cnjoyably.  Philip  Constantinidi 

'A  Tonic  to  the  Nation :  The  Festival  of  Britain 
195 1 ',  edited  by  Mary  Banham  and  Bevis 
Hillier.  London:  Thames  and  Hudson. 


Far  Tottering  station,  one  of  the 
two  stations  of  the  Emett  Railway, 
Battcrsea  Park, 
designed  by  Rowland  Emett, 
the  Punch  cartoonist. 
I  'ktoria  and  Albert  Museum,  London. 


Good  Citizens  Furniture 

5  November  1976  -  15  January  1977 
Cheltenham  Art  Gallery  and  Museum 

The  title  of  this  most  excellent  exhibition  is  taken 
from  William  Morris'  lecture  'The  Lesser  Arts  of 
Life'  in  which  he  says  '.  .  .  our  furniture  should  be 
good  citizen's  furniture,  solid  and  well  made  in 
workmanship,  and  in  design  should  have  nothing 
about  it  that  is  not  easily  defensible,  no  mon- 
strosities or  extravagancies,  not  even  ot  beauty 
lest  we  weary  of  it .  .  .  also  I  think  that,  except  tor 
very  moveable  things  like  chairs,  it  should  not  be 
so  very  light  as  to  be  nearly  imponderable;  it 
should  be  made  of  timber  rather  than  walking 
sticks'.  Morris  then  goes  on  to  divide  furniture 
into  two  kinds:  on  the  one  hand,  necessary 
work-a-dav  furniture  such  as  chairs,  dining  and 
working  tables  and  on  the  other,  state  furniture 
'which  1  think  is  quite  proper  even  tor  a  citizen; 
1  mean  sideboards,  cabinets,  and  the  like,  which 
we  have  quite  as  much  for  Beauty's  sake  as  for 
use;  we  need  not  spare  ornament  on  these,  but 
may  make  them  as  elegant  and  as  elaborate  as  we 
can  with  carving,  inlaying,  or  painting;  these  are 
the  blossoms  of  the  art  furniture'. 

During  the  latter  part  of  the  nineteenth- 
century  architects  became  the  virtual  arbiters  of 
taste,  and  most  of  the  great  protagonists  of  the 
Arts  and  Crafts  Movement,  including  Morris, 
had  studied  architecture  even  if  they  did  not 
pursue  it  as  their  main  careers.  In  1890,  inspired 
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by  the  example  of  Morris  and  Company,  five 
young  architects  -  Ernest  Gimson,  W.  R. 
Lethaby,  Reginald  Blomfield,  Mervyn  Mac- 
Cartney  and  Sidney  Barnsley  -  combined  to- 
gether with  a  Colonel  Mallet  to  set  up  Kenton 
and  Company  with  the  aim  of  producing  furni- 
ture to  a  high  standard  of  design  and  workman- 
ship. Being  under-capitalised  the  firm  was  not  a 
financial  success,  but  it  helped  to  set  Sidney 
Barnsley  and  Gimson  on  their  course  as  furniture 
designers.  Sidney  Barnsley  had  been  articled  to 
Norman  Shaw,  and  his  brother,  Ernest,  along 
with  Gimson,  trained  in  the  office  of  J.  D. 
Sedding.  While  still  articled,  Gimson  and  the 
Barnsleys  came  to  believe  that  the  best  hope  for 
the  revival  of  architecture  lay  with  the  revival  of 
the  crafts,  and  he  managed  to  spend  a  short  time 
with  Philip  Clisset,  a  traditional  chairmaker,  and 
also  to  study  plasterwork.  By  the  early  1890s  he 
and  Sidney  Barnsley  had  decided  to  move  to  the 
country  and  devote  themselves  full-time  to  their 
crafts;  they  persuaded  Ernest  Barnsley  to  join 
them  and  they  settled  in  the  Cotswolds,  first  of 
all  at  Ewen,  then  at  Pinbury  and  finally  in  1903  at 
Sapperton.  The  Art  Gallery  and  Museum  at 
Cheltenham,  has  collected  material  relating  to  the 
'Sapperton  Group'  since  the  1930s,  and  their  arch- 
ive includes  most  of  the  working  drawings  by 
Ernest  and  Sidney  Barnsley.  The  Barnsley  broth- 
ers both  died  in  1926,  so  to  mark  the  fiftieth  year 
since  their  deaths  Mary  Comino,  the  Keeper  at 
Cheltenham  Museum,  has  mounted  this  major 
retrospective  exhibition  of  the  Arts  and  Crafts 
around  a  nucleus  of  fifty-three  pieces  of  furniture 
by  the  Barnsley  brothers  -  ten  pieces  by  Ernest 
and  forty-three  by  Sidney.  The  exhibition  starts 
with  a  small  introductory  section,  largely  docu- 
mentary, including  such  seminal  works  as 
A.  W.  N.  Pugin's  'The  True  Principles  of  Pointed 
or  Christian  Architecture',  Owen  Jones'  'The 
Grammar  of  Ornament'  and  Morris'  'The  Lesser 
Arts  of  Life'.  Contemporaries  of  the  Barnsleys 
such  as  Gimson  and  Peter  van  der  Waals  are  well 
represented,  and  the  continuation  of  the  craft 
tradition  is  shown  primarily  through  the  work  of 
Edward  Barnsley,  Sidney's  son,  who  has  had  His 
own  workshops  at  Froxfield  since  the  early  1920s; 
as  well  as  through  individual  pieces  by  Romney 
Green,  Eric  Sharpe,  Gordon  Russell  and  others. 
The  exhibition  is  accompanied  by  an  exemplary 
catalogue  by  Miss  Comino  in  which  she  details 
the  Barnsleys'  contribution  to  the  Arts  and  Crafts 
Movement,  drawing  upon  previously  unpub- 
lished material  such  as  letters  from  Sidney 
Barnsley  to  Philip  Webb  and  notes  by  Edward 
Barnsley.  After  1905  Ernest  Barnsley  devoted 
himself  entirely  to  architecture  and  spent  the 
years  from  1909  onwards  creating  his  master- 
piece, Rodmarton  Manor,  hence  the  scarcity  of 
his  furniture.  The  oak  chest  with  its  chamfered 
decoration  shows  how  sympathetic  he  was  to 
Morris'  dictum  that  such  furniture  should  be 
simple  to  the  last  degree.  The  bold  construction 
of  several  pieces  by  the  Barnsleys  displays  an 
affinity  with  old  country  crafts  such  as  cart- 
building  and  one  exhibit,  a  domed  oak  chest, 
provoked  a  critic  for  'The  Cabinet  Maker  and 
Art  Furnisher'  to  say  that  Mr.  Sidney  Barnsley 
'is  so  determined  to  secure  attention  to  his  excel- 
lent dovetails  that  if  you  happen  to  sit  on  them 
you  feel  them'.  This  glorification  of  the  means  of 
craftsmanship  is  typical  of  the  wholesome  atti- 
tude of  the  Arts  and  Crafts  Movement  in 
England.  In  marked  contrast  to  this  rough 
simplicity  is  the  detailing  on  Sidney  Barnsley's 


walnut  cabinet,  which  falls  clearly  into  the  cate- 
gory of  state  furniture  and  appears  to  have  been 
designed  as  a  free-standing  piece  with  the  ebony 
and  holly  inlaid  stringing  continuing  around  the 
back,  which  is  carried  to  the  same  high  degree  of 
elaboration  as  the  front.  Several  pieces  of  furni- 
ture have  painted  decoration  by  Alfred  Powell, 
most  notably  the  coffer  (catalogue  no.  35)  with 
its  flowing  chain  of  flowers  and  leaves;  Sidney 
Barnsley's  daughter,  Grace,  trained  with  Louise 
Powell  and  decorated  Wedgwood  china  before 
setting  up  the  Roeginga  Pottery  at  Rainham  in 
Kent  with  her  husband  Oscar  Davies.  Grace 
Barnsley's  painted  ceramics,  along  with  those  of 
the  Powells,  are  displayed  on  dressers  and  in 
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Walnut  cabinet  on  stand 
with  holly  and  ebony  inlaid  stringing, 
by  Sidney  Barnsley,  c.  1914. 


Oak  chest  with  chamfered  decoration, 
by  Ernest  Barnsley. 


cabinets,  and  help  to  emphasise  the  central  par! 
played  by  the  Barnsleys  in  the  Am  and  Craft 
Movement.  John  Gloag  said  of  Gimson  and  th* 
Barnsleys  that  'they  ignored  the  golden  age  o 
design,  forgot  everything  that  had  happene< 
between  1660  and  1830,  and  began  whete  tin 
mid-seventeenth-century  English  craftsmen  hac. 
left  off,  thus  recapturing,  without  antiquariai 
research  or  respectful  immitation,  a  true  line  o 
mediaeval  development,  because  they  sharec 
with  the  Craftsmen  of  Puritan  England  the  saint 
approach  to  the  problem  of  using  tools  an< 
materials  and  adjusting  means  to  ends'.  A  look  ai 
Hugh  Birkett's  1976  elliptical  display  cabinet 
Alan  Peters'  cabinet  in  macassar  ebony  inlaic 
with  stainless  steel  and  the  seventeen  works  01 
Edward  Barnsley,  shows  that  at  least  two  genera- 
tions have  built  upon  the  experience  of  thost 
three  great  cabinet  makers,  and  that  though  th( 
eighteenth  century  is  now  a  permissable  source  ol 
inspiration  the  Ruskinian  principle  of  fitness  foi 
purpose  still  holds. 

Peyton  Skipwitf 

Mr.  David  Bryce 

2  November  -  11  December  1976 
Talbot  Rice  Art  Centre,  Edinburgh 

From  the  Destruction  of  the  Country  House 
there  is  a  logical  progression  to  the  Construction 
of  the  Country  House.  This  has  been  admirably 
made  with  infectious  enthusiasm  in  the  exhibition 
of  the  work  of  Mr.  David  Bryce.  Bryce  wasi 
facile  princeps  amongst  the  architects  of  Scottish 
seats  in  the  abundant  middle  years  of  the  nine- 
teenth century  which  preceded  the  agricultural 
depression,  and  the  exhibition  traces  his  work 
from  the  clients  through  the  office  to  the  new  cut 
masonry,  and  then  down  between  the  massed ' 
rhododendrons  to  the  seemingly  inevitable  fire,  I 
dry  rot  and  demolition.  If  this  exhibition  succeeds] 
in  restoring  part  of  the  vanished  reputation  ofB 
this  important  architect,  or  helps  save  even  one  J 
of  his  works  from  needless  destruction  it  will 
have  been  worthwhile. 

David  Bryce  was  born  in  1803  into  a  family  of 
Edinburgh  builders,  and  at  the  age  of  about  ■ 
twenty-two  he  entered  the  office  of  William  jl 
Burn.  Master  and  pupil  were  to  rise  profession- 1 
ally  together,  and  the  first  part  of  the  exhibition) 
is  devoted  to  the  complicated  problems  associated  | 
with  their  joint  work.  The  relationship  between  M 
the  two  architects  creates  intriguing  questions  of  ■ 
attribution,  and  also  offers  a  new  insight  into  the  ] 
organisation  of  an  architectural  partnership  at  I 
this   crucial    period   when  eighteenth-century*! 
practice  was  developing  into  the  professional 
system  familiar  today. 

By  1 844,  when  Bum  moved  to  London,  Bryce  I 
had  his  own  practice,  and  this  may  be  roughly 
divided  into  two  parts,  an  urban  practice  design-  | 
ing  prestigious  Italian  Renaissance  and  Baroque  1 
palaces  for  banks,  insurance  companies  and  other  I 
leading  institutions,  and  a  country  practice  build-  ! 
ing  large,  very  large,  and  immense  houses  for  the  | 
richest  of  the  landed  gentry  in  a  powerful,  massive  \ 
and  effective  Scottish  Baronial  style.  He  worked 
in  all  upon  about  two  hundred  commissions,  I 
almost  entirely  in  Scotland.  Into  the  first  category  [ 
comes  his  head  office  for  the  Bank  of  Scotland,  the  : 
prominent  building  seen  from  Princes  Street  to  * 
the  left  of  Edinburgh  Castle  towering  over  the  | 
National  Gallery.  The  architectural  strength  of  I  I 
the  building,  and  this  was  doubtless  the  chief  con-  1 
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ccm  of  the  resolute  directors  of  the  Bank,  lies  in 
die  marshalling  of  the  huge,  and  potentially  dis- 
parate elements.  It  is  not  inspired  architecture,  not 
a  building  which  attracts  atfection,  but  stern, 
Caledonian,  and  almost  as  solid  as  the  Bank  within. 

Most  of  the  country  houses  were  designed  in 
the  Scottish  Baronial  style,  though  there  are  a 
few  in  Jacobethan  or  French  chateau  styles. 
Brvce  was  not  the  inventor  of  the  Baronial  style, 
but  he  had  few  equals  in  its  use.  Houses  were 
designed  for  comfort  and  smooth  running  with  a 
host  of  servants  and  tons  of  cheap  coal.  Great 
attention  was  paid  to  views  and  sunlight,  the 


former  being  generally  spectacular  and  the  latter 
scarce.  A  typical  example,  and  the  best  unaltered 
survivor,  is  Castlemilk  in  Dumfriesshire.  Built  in 
1 864  for  Robert  Jardine,  East  India  merchant  and 
racehorse  owner,  who  at  the  time  of  building  was 
a  bachelor  of  thirty-nine,  it  is  amongst  the  largest 
surviving  houses  in  Scotland.  The  Two  Hundred 
and  seventy  foot  front  centres  on  a  circular  tower 
derived  from  that  of  Castle  Fraser,  to  which 
Btyce  added  the  convenience  of  a  porte  cochire. 
The  main  entrance  leads  by  wide  straight  stair- 
cases to  the  Jacobean  principal  corridor  and 
staircase,  copied  from  'C.  J.  Richardsons'  Old 


English  Mansions'  (1841).  The  main  rooms  are 
arranged  along  the  side  of  the  house  away  from 
the  entrance,  and  guests  and  family  occupied 
separate  wings.  The  offices  were  in  a  long  wing 
running  at  a  right  angle  to  the  main  entrance.  In 
all  these  details  the  design  was  practical.  The 
exhibition  contains  a  handsome  perspective 
drawing  of  the  house  from  Bryce's  office, 
complete  with  the  client's  horses  and  hounds. 
One  of  his  horses  won  the  Derby  soon  after  the 
house  was  completed.  The  drawing  shows  much 
carving  on  the  front  of  the  house,  but  even  the 
oriental  riches  of  Jardine,  Matheson  and  Com- 
pany did  not  rise  to  this,  and  as  in  many  Bryce 
designs  it  was  omitted  in  building.  Both  the 
interior  and  exterior  of  Castlemilk  have  been 
faithfully  preserved,  and  its  place  amongst  the 
finest  buildings  of  Scotland  deserves  greater 
recognition. 

These  are  only  two  of  Bryce's  buildings.  A 
visit  to  the  exhibition  will  introduce  many  more. 
The  exhibition  catalogue  will  be  a  more  lasting 
memorial  to  Mr.  David  Bryce  upon  the  centenary 
of  his  death. 

The  exhibition  is  at  Dundee  City  Museum 
until  22  January  1977.  It  will  travel  to  Inverness 
Museum,  29january-26  February,  Aberdeen  Art 
Gallery,  5  March-26  March,  Collins  Exhibition 
Hall,  University  of  Strathclyde,  9  April-7  May, 
and  the  Royal  Institute  of  British  Architects, 
London.  3  August-30  August,  1977. 

John  Pinkerton 

Gladstone  Pottery  Museum's 
Historical  Gallery 

During  its  short  life  the  Gladstone  Pottery 
Museum  at  Longton,  Stoke-on-Trent,  has 
achieved  considerable  success,  success  crowned 
recently  by  the  accolade  of  the  Museum  of  the 
Year  Award.  In  the  process,  Gladstone  has  made 
many  friends,  and  not  a  few  enemies  and  detrac- 
tors who  resent  both  the  success,  and  the  uncon- 
vential,  non-academic  way  in  which  the  Museum 
operates.  However,  Gladstone's  success  is  due 
very  largely  to  its  ability  to  make,  and  use,  friends, 
friends  among  the  hundreds  of  visitors  that  pass 
through  the  museum,  friends  who  supply  much 
of  the  voluntary  labour  upon  which  the  museum 
exists,  and,  most  important,  friends  in  industry 
who  supply  much  of  the  essential  finance  and 
sponsorship. 

A  visit  to  Gladstone  brings  to  life  in  a  forceful 
and  dramatic  way  the  past  of  the  industry  upon 
which  Staffordshire  has  depended  for  many 
centuries,  owing  little  to  the  conventions  of 
traditional  museumship  and  generally  avoiding 
the  romanticism  that  clouds  so  much  of  our 
industrial  background.  While  the  creation  of  a 
factual  record  of  the  rise  of  the  Staffordshire 
ceramic  industry  is  the  prime  concern,  Gladstone 
has  not  forgotten  that  much  ceramic  history  has 
either  been  written  by  collectors,  connoisseurs 
and  dealers,  or  with  them  very  much  in  mind, 
and  so  has  accepted  that  an  historical  gallery  is  an 
important  part  of  any  ceramic  museum.  It  will 
take  many  years  to  dispose  of  the  legacy  of 
connoisseurship  that  has  effectively  turned  pots 
from  industrial  artefacts  into  art  works.  That  the 
production  of  ceramics  in  Staffordshire  has 
always  been  industrial  is  made  very  clear  in  the 
displays  in  the  new  Historical  Gallery  that  was 
formally  opened  on  5  July  1976  by  Richard 
Bailey,  Managing  Director  of  Royal  Doulton 


David  Bryce. 
Bank  of  Scotland,  Edinburgh,  pencil. 
Royal  Commission  on  Ancient  Monuments, 
Edinburgh. 
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Tableware  Limited,  as  a  tribute  to  Sir  Henry 
Doulton,  the  great  Victorian  potter  and  indus- 
trialist who  was  probably  unique  in  making  as 
much  impact  in  Staffordshire  as  in  the  potteries  of 
Lambeth.  This  new  Gallery  was  financed  by 
Royal  Doulton,  revealing  a  close  and  profitable 
relationship  between  Gladstone  and  its  industrial 
surroundings  that  not  only  totally  justifies  its 
existence  in  that  area,  but  also  establishes  a  pattern 
of  sponsorship  that  other,  more  formal  museums 
could  do  well  to  follow,  especially  in  these  days 
of  financial  stringency. 

Many  aspects  of  Staffordshire  ceramics  show 
that  a  close  relationship  could  exist  between  art 
and  industry,  for  example  the  stylised  decoration 
of  the  early  slipwares,  the  Neo-classical  cream- 
wares  of  the  late  eighteenth  century,  and  the 
originality  of  much  Victorian  pottery  and  porce- 
lain when  the  control  of  technical  processes  gave 
the  artist  enormous  freedom.  The  Gallery  also 
shows  that  the  Staffordshire  pottery  industry 
was  well  established  by  the  late  seventeenth 
century,  indicating  that  the  traditional  view  of 
Staffordshire  slipware  as  the  naive  expression  of  a 
rustic  peasant  community  is  as  irrelevant  and 
misleading  as  much  of  the  romantic  nonsense 
imposed  on  the  history  of  English  ceramics  by 
generations  of  collectors.  Ceramic  production  is 
an  industry,  and  so  Gladstone  is  an  industrial 
museum,  existing  to  document,  illustrate  and 
explain  industrial  processes  and  their  related 
artefacts;  it  is  thus  fitting  that  it  should  not 
concern  itself  unduly  with  historicism.  The  new 
Gallery  is  a  vital  introduction  to  all  that  follows, 
for  it  shows  that  the  conventional  display  of  pots  in 
cases  is  only  of  limited  value  if  it  ignores  the 
sociological  and  economic  forces  that  brought 
them  into  being,  and  the  people  who  made  them 
and  the  pressures  under  which  they  worked.  On 
purely  historical  grounds  this  Gallery  can  be 
criticised  for  its  omissions  and  the  somewhat 
unbalanced  display,  but  such  criticisms  are  not 
valid  in  the  context  of  a  museum  that  tries  to 
place  a  comparatively  minor  and  largely  deri- 
vative art  form  in  its  social,  economic  and  geo- 
graphical background.  Paul  Atterbury 


Placing  the  kiln,  c.  1845,  engraving. 
Gladstone  Pottery  Museum. 


Pablo  Picasso. 
La  Vie,  197  X  129  cm.  Cleveland  Museum  of  Art. 


Sold  in  193 1  by  Alex  Rcid  and  Lefevre  and 
reproduced  in  a  book  published  to  commemorate 
the  firm's  fiftieth  anniversary.  Since  the  firm  was 
established  in  Glasgow  in  1926  many  important 
works  by  Impressionist  and  Post-Impressionist 
artists  have  passed  through  their  hands,  and 
several  are  now  in  the  world's  leading  museums. 
These  include  Monet's  Le  Bassin  aux  Nympheas, 
in  the  National  Gallery,  London,  Degas' 
La  Repetition  de  Danse,  in  the  Burrell  Collection, 
Glasgow,  Seurat's  La  Parade,  and  Gauguin's 
Baigneuses  Tahitiennes,  both  in  the  Metropolitan 
Museum  of  Art  New  York,  Cezanne's  L' Homme 
a  la  Pipe,  in  the  Courtauld  Institute  Galleries, 
London  and  the  same  artist's  Le  Petit  Pont, 
in  the  Louvre. 


Thomas  Gainsborough. 
Landscape  with  peasants  returning  from  market, 
1780s,  grey,  grey-black  and  brown  washes, 
19.4  X  24.4  cm. 

The  composition  and  theme  closely  resemble  the 
artist's  oil  at  Royal  Holloway  College.  Peasants 
going  to  Market,  painted  in  1773,  but  it  is  likely 
that  this  romantic  drawing  was  done  later  and 
not  as  a  study  for  it. 

It  is  included  in  Agnew's  one  hundred  and 
fourth  Annual  Watercolour  Exhibition,  at 
43  Old  Bond  Street,  Wi  from  17 January  until 
1 8  February.  There  are  also  works  by  most  of 
die  big  names  in  English  watercolour  painting: 
Sandby,  Rowlandson,  Turner,  Cotman, 
De  Wint,  Palmer,  Lear  and  many  others. 

American  Artists  in  Europe 
1 800-1900 

14  November  1976  -  2  January  1977 
Walker  Art  Gallery,  Liverpool 

By  now  we  are  all  aware  of  the  pattern  of! 
American    history    after    the    Declaration  ofj 
Independence,  but  none  of  the  major  exhibitions*, 
in  London  connected  with  last  year's  Bicentenary  | 
showed    a    truly    representative    selection   of  \ 
American  nineteenth-century  painting  and  sculp- 
ture. By  taking  as  its  theme  a  number  of  the 
more  interesting  of  these  artists  who  left  America  ; 
to  come  to  Europe,  this  exhibition  had  a  more  1 
convincing  raison  d'etre  than  many :  this  coupled 
with  the  variety  and  quality  of  many  of  the  1 
exhibits  ensured  its  success.  Among  the  earlier 
pictures,  J.  S.  Copley's  portrait  of  Mrs.  Thomas 
Gage  broke  the  date  limits  of  the  exhibition  (it 
was  painted  in  1771),  as  did  Benjamin  West's 
The  Sheridan  Family  of  the  same  period.  West's 
strengths  and  weaknesses  were  clearly  revealed  in 
a  very  interesting  group  of  paintings  executed 
between  1 805-1 813.  His  forte  for  dramatic,  some- 
times almost   melodramatic  works  expressed  • 
itself  in  The  Last  of  the  Bards,  in  which  the  patri- 
archal figure,  posed  like  Moses  breaking  the 


Tablets,  curses  his  unseen  persecutors  from  the 
heights  of  an  eagle-infested  mountain  top.  Apart 
from  the  Walker's  own  Death  of  Nelson,  a  coy 
Venus  comforting  Cupid  stung  by  a  Bee  and  a  Beggar 
Woman  and  Child,  West's  response  to  that  most 
Neo-classical  of  themes,  Belisarius,  is  as  empty  of 
the  inherent  didactic  possibilities  as  can  be. 
Among  West's  American  students  at  the  Royal 
Academy  represented  here,  Washington  Allston 
|  was  perhaps  the  most  interesting,  with  a  spooky 
Dortrait  of  Coleridge  and  Contemplation,  in  which 
I  he  Neo-classically  posed  girl  is  strongly  imbued 
|  with    the    Romanticism    of   Young's  Night 
Thoughts. 

Curiously,  Audubon's  bird  paintings  capture  a 
I  "eeling  more  American  than  any  of  the  exhibi- 
I  ion's  other  works,  presumably  since  artists  such 
is  G.  H.  Boughton,  A.  L.  Merritt  and  Mark 
:isher  set  out  to  appear  as  Europeanised  as 
jossible,  an  aspiration  not  necessarily  shared  by 
|  he  two  great  portraitists  'over  here'  -  Whistler 
I  ind  Sargent.   Apart  from  Whistler's  Thomas 
Zarlyle,  and  a  Nocturne,  one  memorable  portrait 
if  Mm.  Louis  Huth  is  included,  contrasting  in  its 
>rientalising  pose  and  stern  black  dress  with  the 
;  nsouciant  mondanity  of  Sargent's  The  Misses 
Sicken.  Sargent's  Interior  in  Venice  of  1899  is  a 
1  omplete  realisation  in  paint  of  a  scene  from  a 
lenry  James  novel,  exploring  the  inexplicable 
nterrelation  of  people  with  their  belongings.  A 
mall  but  impressive  group  of  sculpture  is  in- 
luded,  with  several  fine  busts  by  Hiram  Powers 
of  Greek  Slave  fame)  and  a  surprisingly  delicate 
elief  by  Thomas  Waldo  Story. 

Charles  McCorquodale 


From  'Jumbo  and  some  other  Elephants',  an 
exhibition  at  the  Bethnal  Green  Museum  of 
Childhood.  Jumbo  was  acquired  by  the  London 
Zoo  in  1865  and  when  fully  grown  weighed 
about  six  and  a  half  tons.  One  section  of  the 
exhibition  is  devoted  to  his  story  and  includes  a 
Staffordshire  figure  ofjumbo  himself;  another 
shows  a  wide  variety  of  examples  of  the  elephant 
in  art  -  bronze  figures  and  paintings  from  India 
and  the  East,  a  Barye  bronze  and  several  English 
posters.  For  children  there  are  toy  elephants  and 
elephant  illustrations  in  children's  books. 
(Until  23  January). 

The  Royal  Academy 

On  1  January  1977  the  Royal  Academy  of  Arts  is 
launching  the  Friends  of  the  Royal  Academy. 
With  no  Government  subsidy  to  help  the 
Academy  to  maintain  Burlington  House  and  its 
activities,  constantly  rising  costs  have  made  such  a 
venture  necessary.  For  £10  a  year  (£7  for  Young 
Friends,  Pensioners,  Museums'  staff,  and  teachers) 
Friends  will  enjoy  many  privileges,  including  free 
and  immediate  admission  to  all  Academy  exhibi- 
tions, with  a  guest,  catalogues  at  reduced  prices,  a 
Friends  Room  in  the  Academy,  lectures,  and  the 
facilities  of  the  Library  and  historical  archives. 
There  arc  also  three  other  categories  of  Friends: 
Artist  Subscribers  (^17.50),  Sponsors  (£500)  for 
corporate  bodies,  and  Benefactors  (£1,000),  all 
of  whom  have  additional  privileges.  More 
information  can  be  obtained  from  Griselda 
Hamilton-Baillie  at  the  Royal  Academy. 


FRANCE 

Retrospective  Exhibition 
of  Georges  Rouault 

At  the  little  town  of  Marcq-cn-Baroeul,  not  far 
from  Lille,  the  Fondation  Prouvost  has  mounted 
an  exhibition  of  some  one  hundred  paintings  and 
engravings  by  Georges  Rouault  (1 871-1958). 
From  his  favourite  subjects  (Christ,  judges, 
prostitutes)  his  development  as  the  creator  of 
Miserere  can  be  traced  from  Pay  sage  de  nuit  of  1897 
while  he  was  a  pupil  of  Gustave  Moreau  to 
Sarah  in  1956.  Remaining  deliberately  apart  from 
any  particular  group  of  artists  he  made  a  study  of 
human  misery.  With  paint  thickly  applied  like 
enamel  he  portrayed  his  moving  and  dramatic 
visions  in  a  spirit  of  both  compassion  and  rebel- 
lion. This  distress  was  forcibly  expressed  in  the 
series  of  etchings  entitled  Miserere  begun  in  1917 
and  assembled  in  1948  by  the  publisher  Ambroise 
Vollard. 

French  Drawings  from  Chicago 

The  Art  Institute  of  Chicago  has  lent  to  the 
Louvre  until  17  January  eighty-two  exceptionally 
fine  French  drawings.  There  are  examples  of  this 
spontaneous  and  personal  mode  of  expression 
from  all  the  great  names  of  the  eighteenth 
century:  Watteau  and  Boucher,  Fragonard, 
Greuze,  David  in  the  early  part  of  the  century, 
Proud'hon  (particularly  well  represented), 
Delacroix  and  Gericault,  Courbet  and  Daumier, 
Cezanne  and  Degas.  A  sketch  of  trees  by  Seurat 
is  a  study  for  his  masterpiece  on  canvas  La  Grande 
Jatte  which  has  been  in  the  porsession  of  the 
Chicago  museum  since  1926.  Picasso  is  represen- 
ted by  three  characteristic  pieces  including  The 
de  femme  1909,  and  Le  Minotaure  1933. 


Girodet-Trioson. 
Jean-Baptiste  Betley,  35  X  27  cm. 
Art  Institute  of  Chicago. 
Louvre. 
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Antiques  Dealers'  Fair 

The  second  Antique  Dealers'  Fair  in  Grenoble  is 
being  held  from  27  January  to  1  February  at  the 
Palais  des  Expositions  with  one  hundred  and 
fifty  exhibitors  (a  considerable  number  from 
abroad)  and  objects  strictly  selected  and  certified 
by  specialist  experts.  This  provincial  exhibition 
now  ranks  as  one  of  the  most  important  of  its 
kind. 

In  the  Paris  Galleries 

Madame  J.  Kraus,  a  specialist  in  Dutch  and 
Flemish  painting  of  the  seventeenth  century,  the 
Golden  Age,  and  who  is  well  known  to  London 
collectors,  has  just  opened  a  gallery  in  Paris,  79 
faubourg  Saint-Honore.  Her  first  exhibition  is 
devoted  to  Dutch  masters:  van  Goyen  and 
Ruysdael,  Cuyp  and  Avercamp,  Frans  Post  and 
Ter  Borch  and  other  items  for  the  most  part  of 
museum  quality. 

The  Galerie  Art  Conseil,  122  rue  La  Boetic  is 
showing  until  1 5  January  the  compositions  of 
Gerard  Fitreman:  still-life  pictures  superimposed 
skilfully  one  upon  another  with  large  overlapping 
and  adjacent  forms  looking  like  a  bright  chrom- 
atic scale. 

At  the  Galerie  du  Luxembourg,  98  Saint-Denis, 
until  3 1  January  is  a  retrospective  exhibition  of 
one  of  the  great  illustrators  of  les  anne.es  folks, 
Andre  Marty  (1882-1974).  He  worked  with  one 
of  the  principal  magazines  of  the  time  La  Gazette 
du  Bon  Ton  of  Harper's  Bazaar.  A  master  of  etch- 
ing, stencilling  and  poster-work  he  also  produced 
large  frescoes  and  theatrical  decors.  His  water- 
colours  show  his  astonishing  feeling  for  the 
arabesque  and  for  the  creation  of  forms  against  a 
background  of  unreal  light. 

Gerald  Schurr 


ISAAK  SOREAU. 

Still-life,  copper,  34  X  50  cm. 
Galerie  Kraus,  Paris. 


A  tribute  to  Max-Jacob 

The  charming  museum  of  Montmartre  set  among 
the  vines  of  the  well  known  hill  (17  rue  Saint- 
Vincent,  Paris)  is  honouring  until  30  January  the 
poet  and  painter  Max-Jacob  who  was  bom  a 
century  ago  and  died  in  1944.  To  recall  this 
picturesque  figure  Jeanine  Warnod  has  collected 
important  documents  about  him  as  a  man,  a 
painter  and  a  writer  and  about  his  friends  of  the 
Batcau-Lavoir  and  the  proud  moments  and  the 
miseries  of  his  life.  In  his  later  years  he  was  con- 
verted to  Roman  Catholicism  and  led  the  life  of  a 
monk  at  Saint-Benoit-sur-Loire,  but  as  a  Jew  by 
birth  he  was  arrested  by  the  Germans  in  1944  and 
died  111  the  camp  at  Drancv. 


Jacques-Emill-  Blanche. 
Max-Jacob 
Musee  de  Montmarte. 


BELGIUM 
Abstract  Art 

The  decentralisation  of  the  arts  is  no  meanfhgles 
phrase  in  Belgium  and  the  activities  of  the  Palai 
des  Beaux-Arts  at  Charleroi  are  worthy  of 
capital  city.  The  year  begins  with  an  exhibitior 
(from  1 5  January  to  20  February)  devoted  to  th< 
Belgian  group  Art  Abstrait  founded  in  1952.  I 
contains  works  by  Pol  Bury  and  Burssons,  Jc 
Delahaut  (sober,  geometric  painting  in  flat  tone 
reminiscent  of  the  compositions  of  Herbin) 
Jean  Milo  and  Kurt  Lewy  whose  fantasies  ant 
purity  of  style  create  an  aura  of  deep  serenity. 

Flemish  Pictures 

A  new  Old  Masters  gallery  is  opening  in  Brussel; 
this  month:  Georges  dejonckheers  at  55  Boule- 
vard de  Waterloo.  His  first  exhibition  include; 
works  by  many  of  the  best  Flemish  artists  of  the 
sixteenth  and  seventeenth  centuries  -  Coninxloo, 
de  Momper,  Vrancx.  Teniers,  van  Kessel, 
Griffier  and  Pillement. 


SPAIN 


Modern  Art  in  Barcelona 

For  the  last  year  or  two  the  market  for  modern 
art  in  Spain  has  been  steadily  increasing,  particu- 
larly in  Madrid  and  Barcelona.  In  Barcelona  the 
Gallery  Beaubourg  Paris-Barcelona,  229  Calle 
Valencia,  has  recently  been  opened  with  the  aim 
of  promoting  great  post-war  French  painting  in 
the  Iberian  peninsula.  The  first  exhibition,  until 
1 5  January,  is  devoted  to  the  works  of  Mathieu, 
born  in  1921,  whose  lyrical  and  expressionist  art 
was,  in  the  words  of  Malraux,  'the  first  calli- 
graphy in  the  west*. 


WEST  GERMANY 

On  the  threshhold  of 
The  Jugendstil 

Until  30  January  the  Kunsthalle,  Darmstadt  has 
assembled  a  selection  of  paintings  and  objects 
dating  from  1850  to  1900  which  highlight  the 
different  trends  which  led  to  the  development 
around  1896  of  the  Jugendstil.  In  breaking  with 
tradition  this  movement  was  the  forerunner  of 
the  Bauhaus  and  aspired  to  encourage  the  inte- 
gration of  the  plastic  arts  and  the  crafts  (known  as 
minor  arts).  Unity  of  style  w  as  therefore  essential 
in  architecture  from  the  main  structure  to  the 
smallest  detail  at  a  period  when  modern  indus-  ( 
trial  civilisation  was  organised  to  the  extent  that  ; 
it  was  possible  to  achieve  this  objective. 
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Salerooms 


These  three  illustrations  are  an  indication  of  the 
exceptional  importance  of  many  of  the  pictures 
and  objects  sold  by  Sotheby  Parke  Bcrnet  in 
New  York  last  Autumn.  The  sale  of  Chinese 
works  of  art  also  included  a  fourteenth-century 
blue  and  white  jar  (knan)  boldly  painted  with 
scenes  from  a  Yuan  drama  ($130,000),  a  fearsome 
gilt  bronze  figure  of  a  striding  lion  from  the 
I  T'ang  dynasty,  only  a  few  of  which  are  known, 
($100,000)  and  a  Buddhist  wall  painting, 
c.  1300,  from  a  temple  in  the  Southern  Shansi 
province  ($72,000).  In  other  sales  some  world 
records  were  achieved:  in  a  sale  of  jewellery  a 
magnificent  emerald  ring  made  $450,000, 
in  a  sale  of  musical  instruments  a  double  virginals 
by  Hans  Ruckers  the  younger,  a  great  rarity, 
Antwerp  1685,  made  $65,000;  and  in  the  sale  of 
American  nineteenth-  and  twentieth-century 
pictures,  Hopper's  Hotel  Room  (No.  2), 
Frank  W.  Benson's  Woman  with  Parasol 
[$24,000),  Everett  Shin's  Spoiling  for  afight, 
New  York  Docks  ($27,000)  and  Maxfield  Parrish's 
The  Garden  of  Allah  ($37,500)  -  were  all  auction 
records  for  their  artists. 
;  Also  in  New  York,  in  the  William  Doyle 
i  Galleries,  a  Duncan  Phyfe  tub-back  chair  was 
i  sold  for  an  auction  record  of  $22,000  (on 
<  3  November  1976). 


1.  Jean  Francois  Millet. 
Un  Paysan  Greffant  un  Arbre, 
1855,  signed,  79  x  98  cm. 
Sotheby's,  New  York,  October  1976. 
$360,000. 

From  the  collection  ofjames  H.  Clarke, 

Philadelphia;  exhibited  in  the 

Millet  exhibition  in  Paris  and  London,  1975/6. 

Left. 

2.  Edward  Hopper. 

Hotel  Room,  193 1,  signed,  152.4  X  165.7  cm. 
Sotheby's,  New  York,  October  1976. 
$200,000. 

An  excellent  example  of  this  American  painter's 
work:  the  play  of  light  and  shadow  over  the 
simple  geometrical  forms  creates  a  sense  ot  quiet 
grandeur. 


3.  Ritual  bronze  covered  vesscl(fang  yi), 
Shang  dynasty.  Height:  23.5  cm. 
Sotheby's,  New  York,  October  1976. 
$180,000. 

In  an  exhibition  at  the  Los  Angeles 
County  Museum  of  Art,  1976. 


♦    1  . 


4.  Louis  xvi  style  ormolu-mounted 
parquetry  regulateur,  signed  'F.  Linke', 
second  half  nineteenth  century. 
Height:  2.31  m. 

Sotheby's,  Los  Angeles,  October  1976. 
$22,500. 

From  the  Autumn  series  of  sales  which  included 
furniture  and  works  of  art,  and  jewellery. 
An  Erard  Louis  xvi-style  ormolu-mounted 
citronnier  grand  piano,  made  in  June  1900, 
realised  $34,000. 
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Below. 

8.  Spanish  gold-mounted  madrid-lock  pistoL^ 
with  blued  two-stage  barrel  turned  at  the  muzzle  I 
and  signed  in  gold  'Francisco  Targarona  En  Madrid' 
dated  1792. 

Christie's,  London,  October  1976. 
£6,500. 


5.  Roman  sarcophagus  tront 
showing  the  rape  of  Proserpine, 
second  century  ad,  60  X  219  cm. 
Sotheby's,  Florence,  October  1976. 
9,000,000  lire. 

This  and  another  whole  sarcophagus,  which 
sold  for  18,000,000  lire,  were  bought  by  the 
Italian  Government  and  will  be  returned  to 
the  Palazzo  Barberini.  In  the  same  sale  a  copy 
of  the  Venetian  mappa  mundi  by  P.  Vincenzo 
iMaria  Coronelli,  fetched  46,000,000  lire, 
an  eighteenth-century  Genoese  writing-desk 
fetched  12,000,000  lire  and  a  pair  of  gilt  wooden 
figures  of  Moors,  Venetian  eighteenth  century, 
fetched  12,000,000  lire. 


6.  Urbino  istoriato 
dish  from  the  service 
made  for  Piero  Maria  Pucci 
signed  and  dated  by  Francesco 
Xanto  Avelli,  1 534,  depicting  a  scene  from  the 
story  of  Aesacus  and  the  nymph  Hesperie. 
Sotheby's,  London,  October  1976. 
£10,500. 

In  the  same  sale  a  Meissen  purple  grown 
tea  and  coffee  service,  r.  173  5, 
fetched  jT  1 6,000. 


7.  Swiss-German  walnut  cabinet, 
probably  Basle,  late  seventeenth  century. 
Fritz  Nagel,  Stuttgart,  October  1976. 
dm.  12,000. 


9.  Silver-gilt  model  of  a  bear  by 
Hansaufder  Burg,  Nuremberg,  c.  1600. 
Christie's,  Geneva,  November  1976. 
Sw.  Frs.  1 50,000. 

The  series  of  sales  held  by  Christie's  in  Geneva 
was  again  very  successful  and  the  largest  to  date; 
the  grand  total  was  Sw.  Frs.  26,787,315.  The  two 
most  spectacular  sales  were  those  of  watches  and 
clocks  and  of  silver,  both  containing  some  highly 
important  pieces.  In  the  former,  apart  from 
'Green'  which  made  a  new  world  record  for  a 
single  time  piece,  a  gold  chronometer  tourbillon 
watch  by  Girard  Perregaux,  patented  in  March 
18S4,  fetched  Sw.  Frs.  42,000,  a  gold,  moss-agate 
and  diamond-set  watch  and  chatelaine, 
signed  by  M.  A.  Webb,  fetched  Sw.  Frs.  35,000, 
and  a  mid-sixtecnth-century  French  gilt-metal 
table  clock,  Sw.  Frs.  30,000.  The  highest  price 
in  the  silver  sale  was  Sw.  Frs.  295,000  paid  for  a 
pair  of  Louis  xv  table  candlesticks  by  Thomas 
Germain  dated  1729.  Other  high  prices  were 
Sw.  Frs.  125,000  for  an  Empire  silver-gilt 


10.  The  marine  chronometer  known 
as  'Green',  by  Thomas  Mudge,  1777. 
Christie's,  Geneva,  November  1976. 
Sw.  Frs.  250,000. 

This  is  one  of  only  three  marine  timekeepers 
made  by  Thomas  Mudge;  all  have  constant  force 
mechanisms  and  high  standards  of  workmanship. 
By  1777  Mudge's  reputation  was  well 
established :  in  1 754  he  had  invented  the  lever 
escapement,  a  very  important  development  for 
pocket  watches,  and  in  1765  had  been  appointed 
a  member  of  the  Committee  formed  by  the 
Board  of  Longitude  to  report  on  the  mechanisms 
of  Harrison's  No.  4,  which  prompted  him  to 
make  marine  timekeepers  of  his  own.  'Green' 
had  several  trials,  the  last  in  1790,  since  when  its 
history  is  obscure. 


coffee-pot  by  Martin-Guillaumc  Bicnnais, 
c.  1 810,  Sw.  Frs.  120,000  for  a  pair  of  Louis  xv 
covered  beakers  by  Alexandre  dc  Roussy, 
Sw.  Frs.  100,000  for  a  pair  of  German  silver-gilt 
setzbechers  by  Sebald  Buhel  of  Nuremberg, 
c.  1580,  and  Sw.  Frs.  38,000  for  a  pair  of  Austrian 
hunting  horns  signed  'Johannes  Leicham 
Schneider  in  Weinn  1775'. 

The  highlight  of  the  sale  of  Faberge  and  Russian 
works  of  art  was  the  last  Imperial  Easter  egg 
made  by  Carl  Faberge  for  Tsar  Nicolas  11  in  1917, 
its  dark-blue  lapis-lazuli  mosaic  exterior  studded 
with  gold  stars  representing  night,  symbolising 
the  darkness  falling  over  Russia.  It  was  sold  for 
Sw.  Frs.  100,000.  In  the  sale  of  antique  arms  the 
top  price  was  Sw.  Frs.  42,000  paid  tor  a  pair  of 
Viennese  silver-mounted  flintlock  pistols  by 
Joseph  Hamerl,  Vienna,  1724. 
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[n  Amsterdam  during  the  List  week  in  October, 
1976,  Paul  Brandt  held  a  sale  of  oriental  works 
of  art :  a  Tang  dynasty  terracotta  horse  and 

!  rider  playing  polo  fetc  hed  the  highest  price 
'22,000  guilders)  and  another  T'ang  horse 
fetched  17,000  guilders.  Some  Japanese  prints 
including  a  series  by  Hiroshige  ot  the 
fifty-three  posting  stations  of  the  Tokaido 

:  '32,000  guilders). 
Also  in  Amsterdam  a  new  auction  house  has 
recently  been  opened  by  an  Englishman, 
[ohn  Wynne.  Their  auctions  arc  small  and  are 
held  approximately  every  six  weeks  in  the 
evening.  Two  of  their  most  recent  sales 
contained  main  interesting  items:  in  September 
.1  still-life  by  Abraham  van  Calraet  made 
23,000  guilders;  in  November  a  pair  of  flower 
paintings  signed  by  Simon  Hardime  made 
28,000  guilders,  an  eighteenth-century  Gobelin 
tapestry,  12,500,  an  early  nineteenth-century 
bone  prisoner-of-war  ship  made  1 1 ,000  guilders, 
and  a  seventeenth-century  Dutch  wineglass  was 
sold  to  the  Rijksmuseum  for  1,800  guilders. 


11.  One  of  forty  platinotype  photographs  from 
'Life  and  Landscape  on  the  Norfolk  Broads' 
by  P.  H.  Emerson  and  T.  F.  Goodall,  1886. 
Christie's,  South  Kensington,  October  1976. 
£11,000. 
"ma 


The  many  high  prices  in  this  sale,  for  example 
£1,900  for  a  fine  print  of  Julia  Margaret 
Cameron's  portrait  of  Thomas  Carlyle,  are 
evidence  of  the  continuing  interest  in  early 
photography.  Colnaghi's  have  recently  held  a 
large  exhibition  'Photography:  the  first  eighty 
years',  accompanied  by  a  full  catalogue. 


12.  Polychrome  chest,  Austria,  dated  1794. 
Fritz  Nagel,  Stuttgart,  October  1976.  dm.  6,800. 


13.  Illustration  from  'Oriental  Scenery'  by 
Thomas  and  William  Daniell,  parts  I  to  6, 
published  1795-1807,  coloured  acquatint. 
Christie's,  London,  October  1976. 
£9,000. 


Left. 

14.  George  1 

small  walnut 

bureau-cabinet. 

Phillips, 

November, 

1976. 

£5,200. 


15.  David  Teniers  the  Younger.  Le  Bonnet  Blanc. 

Sotheby's  Mak  van  Waay,  Amsterdam,  November  1976.  470,000  guilders. 
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opens  the  door  to 
Germany. 


First  steps  into  Germany  are  most  effectively  made 
through  Frankfurter  Allgemeine  Zeitung  because  - 

F.A.Z.  is  the  national  quality  daily  newspaper 
which  publishes  most  information  on  the  art  market. 

F.A.Z.  carries  more  antiques  advertising  than  any 
other  German  national  daily  paper 

F.A.Z.  is  the  daily  paper  which  is  read  by  dealers 
and  collectors. 


For  more  information  contact  John 
Daniels  or  Vera  Uhlmann  at  Frankfurter 
Allgemeine  Zeitung,  37  Brompton  Road, 
London  SW3  IDE,  or  phone  us  on 
01-235  7982  or  01-581  2326  ext.  7. 

Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung,  P.O.  Box 
2901,  6  Frankfurt  I  Main  1,  West  Germany. 
Phone  75911. 


ranffurter  Allgemeine 

ZEITUNG  FOR  DEUTSCHLAND 


SHOWCASE 


REARMS  £3.50 

om  all  good  booksellers  or  from 
IE  CONNOISSEUR  BOOK  DIVISION, 
IESTERGATE  HOUSE, 
lUXHALL  BRIDGE  ROAD,  SW1V  1HF 


Heffernan 
&  Jones 

Antique  and  Modern  Silver. 
22  Crown  Passage.  St.  James's 
London  SW1Y  6PP    01-930  6003 


A  magnificent  salver  by 
John  and  Thomas  Settle, 
Sheffield  1823 

Dia.:  234  ins.  weight:  210ozs. 


^ainteiiCnamflsf 

English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  &  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 


t  H  \f\  I  tit  I 


CRUMMLES&  CO. 

Cromer  Rd.  Poole  Dorset 


A  DICTIONARY  OF  MARKS 

Price  £3.95 


From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD.  SW1V  1HF 


The  Connoisseur 


Register  Advertisements 


WANTED 


Antiques  Watches  .  .  .  Ancient,  original,  singly  or  collection,  keenly 
sought  privately  (preferably)  by  collector.  Box  No.  8740. 


Lithophanes  (porcelain  transparencies  or  Berlin  transparencies) 
wanted  in  any  size,  shape,  usage.  Wax  carvings:  portraits,  scenics, 
statues,  reliefs,  moulds,  models,  anatomicals.  Minton's  pate-sur-pate 
placque.  Blair,  2243  Ashland,  Toledo,  Ohio,  U.S.A. 


MISCELLANEOUS 

Private  American  Collectors  want  to  assemble  and  purchase 
Russian,  Animalier,  Art  Nouveau  &  Deco  Bronzes.  Advanced  Galle, 
French,  English  &  American  Art  Glass.  Antique  Porcelain  Placques. 
Important  1  9th  Century  Post-War  it  Contemporary  Posters,  Drawings,  & 
Lithographs.  Excellent  References.  Discretion  and  Strictest  Confidence. 
K.  &  A.  Ltd.,  1201  Brickell  Avenue,  Miami,  Florida,  33131,  Tel.  (305) 
373-  5021.  We  purchase  individual  pieces  or  entire  collections  world 
wide. 


Collection  of  Antique  Shell  Works,  contact  Mme.  Paultre,  14  Rue 
Guynemer,  Paris  75000.  Tel.  Paris  222-0056. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  8i  postage).  From  The  Circulation  Dept. 
The  National  Magazine  Co.  Ltd..  22  Armoury  Way,  London  S.W.18. 


FOR  SALE 

Private  collector  offers  collection  of  Persian,  Caucasian  and  Chinese 
rugs  including  several  of  great  rarity,  from  the  eighteenth  and  nine- 
teenth centuries  to  the  Russian  Revolution:  details  and  colour  trans- 
parencies to  serious  private  principals  only.  Box  No.  8755,  'The  Con- 
noisseur'. 


Motor  yacht  19.70  meters  -  all  electronics  on  board  -  4  bedrooms, 
8  berth  -  2  Mercedes  diesels  600  hp.  Write:  0.  Massange,  Rue  Charles 
Legrelle  38,  B-1 040  Brussels. 


Mercedes  220  2-door  coupe  1957  -  perfect  collectors  condition. 
For  price  and  photo's:  Erich  Kalkoffen,  Colynshofstrasse  41,  D-51 
Aachen. 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air) 
S6.00  surface  mail,  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.95,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
1 0%  discount  overall  discount  of  six  or  more  cans. 
'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur.  Oct  1974). 


Register  advertisements  are  25p  per  word  minimum  £3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD.  LONDON.  SW1V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


MAIL  ORDER  PROTECTION  SCHEME.  Publishers  in  membership  of  the  Periodical  Publishers  Association  have  given  an  undertaking  to  the  Director  General  of  Fair 
Trading  that  if  you  order  goods  from  mail  order  advertisers  in  The  Connoisseur  and  pay  by  post  in  advance  of  delivery,  consideration  will  be  given  to  compensate  you  if  the 
advertiser  should  go  into  liquidation  or  become  bankrupt,  provided: 

1 .  You  have  not  received  the  goods  or  had  your  money  returned;  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from 
that  day. 

When  you  have  written,  you  will  be  told  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 

We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  gone 
into  liquidation  up  to  a  limit  of  £7,080  per  annum  in  respect  of  all  affected  advertisers.  Payment  of  any  claims  for  higher  amounts,  or  when  the  above  procedure  has  not  been 
complied  with,  will  be  at  the  discretion  of  The  Connoisseur;  but  we  do  not  guarantee  to  do  so  in  view  of  the  need  to  set  some  limit  to  this  commitment  and  to  learn  quickly  of 
readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not,  for  example,  payments  made  in  response  to  catalogues 
etc.  received  as  a  result  of  answering  such  advertisements).  Classified  advertisements  are  excluded. 


rM*gm  eft 


die  Runst 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Runst 


jjgMCMfig  Hcini 


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions  -fairs  and  museums.  Reviews. 


die  Runst 


da*  M'tttMtp  I  trim 


is  dealing  with  all  kinds  of  creative  activity  in  art:  paint- 
ing -  sculpture  -  graphic  art  -  architecture  and  interior  design. 


die  Runst 


is  the  oldest  German  art  journal  (founded  in  188))  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.  e.  " international  art  scene' 


die  Runst 


cla>  who  ik"  Hfin  i 


comes  out  monthly  with  detailed  summaries  in  English. 


Please 
send  me 


t 


Subscription  rate  for  one  year  DM  96,-/£18.00/US-$3S.OO 
for  three  years  DM  230,-/£43.50/US-$90.00 

Published  by 

VERLAG  KARL  THIEMIG 
P.  0.  Box  90  07  40 
D-8000  Miinchen  90 
West-Germany 


a  free  sample  copy  □ 
annual  subscription  D 
three  years  subscription  □ 
•Die  Kunst  und  das  schdne  Heim« 


Name 


Addreai 


Gorman  Adams  Ltd. 

Iil-io  Hans  Road,  Knightsbridge,  London  SW3 
I  ITel:  01-589  5266 

I  -ine  18th  Century  English  furniture  and 
MWorks  of  Art 

llflios.  Agnew  &  Sons  Ltd. 
ft  13  Old  Bond  Street,  London  \vi 
I  Tel:  01-629  6176 

I  Paintings,  Watercolours,  Drawings  and 
I  Engravings  oj  all  Schools 

Maria  Andipa's  Icon  Gallery 

I  162  Walton  Street,  London  SW3 
I  Tel: 01-589 2371 

Byzantine,  Creek,  Hussion,  Ethiopian  &  Syrian 
Li  Icons  14th  to  igth  Century 

Algernon  Asprey  Ltd. 

I  27  Bruton  Street,  London  wix  8 ha 
Tel :  01-629  2608,  Telex :  2 1 142 

1    Fine  antique  furniture,  clocks  and  silver; 
I   specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Bentley  &  Co. 

I  65  New  Bond  Street,  London  wiy  9DF 
1    Tel:  01-6290651/0325 

I   Antique  Jewels,  Antique  watches,  Jewelled  objects 
0)  Art,  Russian  enamels 

Raymond  Benardout  Gallery 

5  William  Street,  Knightsbridge, 

London  Swix  9HL,  Tel:  01-235  3360(24  hours). 

Antique  and  decorative  Rugs  and  Tapestries. 
Open  Monday  to  Friday  1 0  a.m.  -  6  p.m. 
Saturdays  till  1  p.m. 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  51111 
Tel:  01-493  0444 

1 8th  Century  Furniture ,  Regency  Furniture , 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-629  4018/3397 

1   Oriental  Ceramics  and  Works  of  Art 
Brod  Gallery 

24  St.  James's  Street,  London  swi 

Tel:  01-839  3871 

Fine  Paintings  and  Drawings 

W.  G.  T.  Burne 

1 1  Elystan  Street,  London  s W3 
Tel:  01-589  6074 

English  and  Irish  glass  chandeliers,  candelabra,  etc. 
Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modem  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  19th  and  20th  centuries 
BY  APPOINTMENT 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints 
Cramer 

38  Javastraat,  The  Hague  201 1,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Modern  naives 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  century  master  painters  of  merit  (but 
neglected)  younger  British  artists 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 
London,  w8 
Tel:  01-937  J8o4 

Extensive  stock  of  English  and  Irish 
Glass  of  all  kinds  also  European  Ceramics 

Albrecht  C.  Durfeldt, 

Oddernskamp  15,  2000  Hamburg  54, 
Germany 

Herbert  Ernst  &  Co. 

1  Berlin  31,  Ballcnstedter  Str.  16, 
Germany 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  51 16 

British  Art  of  the  18th  to  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 

S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 


Frost  &  Reed  Ltd. 

41  New  Bond  Street, London  wi 
Tel:  01-629  2457 

18th- 19th  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58Jermyn  Street,  St. James's,  London  swi 
Tel:  01-493  4496>  Cables:  Fryart,  London 
English  Watercolours  and  Drawings  of  the 
18th  and  19th  centuries 

Dr.  Hans  Geiger 

7800  Freiburg  im  Brcisgau 
Schwarzwaldstrasse  169, 
Germany 
Tcl:(76i)-39676 

All  Works  of  Art 

Galerie  Alexander 

8022  Zurich,  Schipfe  1,  Switzerland 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  WIY9AB 
Tel:  01-629  2008/9 

Works  of  Art  and  Fine  Paintings 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 

18th  and  19th  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  19th  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  i  a  a 

18th  and  early  19th  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  1970 

Hazlitt  Gallery  Ltd. 

4  Ryder  Street,  St.  James's,  London  swi 
Tel:  01-930  6821 

Italian  17th  and  18th  Century  Paintings, 
French  Paintings  oj  the  Barbizon  School 

Heim  Gallery 

59jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  °688 

Old  Master  Paintings  and  Sculptures 

Hennell,  Frazer  &  Haws  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2NY,  Tel:  01-499  301 1 

Antique  and  modem  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1 737 

Edwin  H.  Herzog 

49  Brook  Street,  London  w  1 
Tel :  01-629  546o 

Fine  18th  Century  English  furniture 
and  Works  oj  Art 


Hollingshead  &  Co. 

-S3  Fulham  Road,  London  sw6 
Tel:  01-385  8519 

Marble  and  Wood  Fireplaces  and  Grates,  Largest 
selection  in  London.  Marble  Slips  and  Hearths. 
Renovation  works  undertaken 

Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan  (Oriental  Antiques)  Ltd. 

28  St.  Christopher's  Place,  Wigmore  Street, 
London  wi,  Tel:  01-935  7359  (01-622  5968 
after  7  p.m.) 

By  Appointment  Suppliers  to  the  Corps 
Diplomatique. 

Oriental  Ceramics,  bronzes,  jade,  paintings, 
carvings,  etc. 

Margot  Inauen 

1000  Berlin  37,  Riemeistcrstrassc  34, 
Germany 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  1 7th  Century  Dutch  and  Flemish 
Old  Master  Paintings  and  Drawings 

Williamjob 

84-86  Pimlico  Road,  London  swi 
Tel:  01-730  7374 
Works  of  Art,  English  Oak,  cottage 
furniture,  treen 

Oscar  &  Peter  Johnson 

Lowndes  Lodge  Gallery,  27  Lowndes  Street, 

London  swi,  Tel:  01-235  6464 

Specialists  in  English  Paintings  oj  the  18th  and  lgth 

centuries 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  w  1 
Tel:  01-6296448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

E.  &  C.  T.  Koopman  &  Son  Ltd. 

53-65  Chancery  Lane,  London  WC2 

Tel:  01-242  7624 

and  at  John  Dalton  House 

4  John  Dalton  Street,  Manchester  M2  6jp 

Tel:  061-834  2420  and  061-832  9036 

Buyers  and  exporters  of  antique  silver,  silver  plate 

and jewellery 

Kunst-u.  Auktionshaus, 
D.  M.  Klinger 

85  Niirnberg,  Mlihlgasse  1,  Germany 


R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel :  01-629  5600  and  499  6266 

Specialists  in  antique  clocks 

Important  stock  of  early  works  of  art,  paintings, 

furniture,  silver  and  other  items 

Lefevre  Gallery 

30  Bruton  Street,  London  wi 

Tel:  01-629  225° 

Specialists  in  Fine  1  gth  and  20th 

Century  Paintings,  Drawings  and  Bronzes 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

18th  and  20th  Century  Watcrcolours  and  Drawings 

J.  S.  Maas  &  Co.  Ltd. 

15a  Clifford  Street,  New  Bond  Street, 
London  wi,  Tel:  01-734  2302 

English  Paintings,  drawings  and 
watcrcolours  1782-1920 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  w  1 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  Vine  English  antique  Porcelain, 
Pottery,  Delftware  and  Enamels 

Marlborough  Fine  Art 

6  Albemarle  Street,  London  wix  3111 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  Impressionists  and  20th  Century  Paintings, 
drawings  and  sculpture 

Marlborough  Graphics  Ltd. 

17-18  Old  Bond  Street,  London  w  1 
Tel:  01-629  5 161,  Cables:  Bonartos 
Contemporary  Graphics  and  Multiples 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665 ;  Telex:  916187 
Gallery  hours :  Monday  -  Friday,  10-6 
English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  w  1 
Tel:  01-493  7567 
Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

18th,  19th  and  20th  Century  English  and  French 
watcrcolours  and  drawings 


James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery  Jewellers  and 
Silversmiths  for four  generations.  Also  at  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  19th  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3HF 
Tel:  01-499  59°6 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watcrcolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  ivorks  of  art 

David  Pettifer 

269  King's  Road,  London  SW3  5 en 
Tel:  01-352  3088 

18th  and  early  19th  century  English  furniture 
Phillips  &  Harris 

54  Kensington  Church  Street,  London  wS 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
ivorks  of  art 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  wi 
Tel:  01-629  2875  and 01-499 4632 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers 

Prestige  Art  Galleries 

46  Reguliers  Breestraat,  Amsterdam, 
Holland 

Tel:  Amsterdam  240104 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel:  01-409  1971 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Roland  Browse  &  Delbanco 

29  Cork  Street,  London  wi,  Tel:  01-734  7984 
19th  and  20th  Century  European  Paintings, 
Drawings  and  Sculpture 


Rumens  Antiques 

i  Market  Street,  Woodstock,  Oxford  0x7  isu 
Tel:  811618 

17th-  19th  century  Dutch  and  English  paintings 
and  watercolours.  Early  English  porcelain,  small 
furniture  and  barometers 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  w  1 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

The  Sladmore  Gallery 

32  Bruton  Place,  London  wi 
Tel:  01-499  0365 

19th  Century  Impressionists  and  Contemporary 
animal  sculpture,  Wildlife  and  sporting  paintings 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5 hb 
Tel:  01-499  1784/ 1785 

Fine  English  Furniture  and  works  of  art  of  the 
17th  and  18th  Centuries 


Robin  Symcs 

3  Osmond  Yard,  Duke  ot  York  Street, 
London  swi,  Tel:  01-9309856/7 
Ancient  Art 

Alan  Tilman  (Antiques)  Ltd. 

9  I  lalkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 

Antique  Paperweights  also  glass  from 

ljth-igth  Centuries,  including  English  and  French 

Cameoglass 

Trevor 

24-25  Mount  Street,  London  w  1 
Tel:  01-499  8228 

Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  w  1 
Tel:  01-493  5J6i 

Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 

Earle  D.  Vandekar 

138  Brompton  Road,  London  s W3 
Tel:  01-589  8411/3398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 


Weston  Gallery 

Weston  Longvillc,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 

Dutch  and  English  paintings from 
17th-  19th  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  5751 

Fine  Traditional  paintings  from  the  19th  &  20th 
Centuries  always  on  view 

Temple  Williams  Ltd. 

Haunch  of  Vemson  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  oj  Art,  Valuations 

W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter 

352  Kings  Road,  London  s W3 
Tel:  01-352  6494 

Antique  Scientific  Instruments  and  new 
and  old  books  on  the  subject 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well- 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 

From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chestergatc 
House,  Vauxhcdl  Bridge  Road,  LondonSWiV  iHF. 
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CLEANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons,  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America,  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Prof  ex 

International  textile  conser- 
vators and  cleaning 
consultants. 
The  Alban  Building 
St.  Albans  Place 
Upper  Street:  London  Ni  oNX 
Tel:  01-226  0144 


CONTAINER  SERVICE  WORLD-WIDE!1 


Detailed  Editorial  Indexes  for  The  Connoisseur 
are  published  three  times  a  year  at  ,£4.50  each 

From 

The  Circulation  Dept.,  The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 


Printed  in  Great  Britain  by  Stevens  Press  Ltd.,  Long  Eaton  (a  member  of  tbe  Oxley  Printing  Group  Ltd.).  Agents  in  Canada,  Tbe  Wm.  Dawson  Subscription  Service,  Ltd.  Sole 
agents  for  Australia  and  New  Zealand,  Gordon  &  Gotch  (Australasia)  Ltd. ;  agents  for  South  Africa,  Central  News  Agency  Ltd.  (London  Agents,  Gordon  &  Gotch  Ltd.),  Higgin- 
botham  &  Co.  in  Bombay  and  Calcutta. 

Conditions  of  Sale  and  Supply — This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  ot  by  way  oj  Trade  except  at  the  full  retail  price  of  £2.00 ;  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otherwise  disposed  of  in  a  mutilated  condition 
or  in  any  unauthorised  cover  by  way  of  Trade;  or  affixed  to  or  as  part  of  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 


8th  WEST  GERMAN 

Fine  Arts  and 
Antiques  Fair 
Cologne 

Art  and  antiques 
from  ancient  to  modern  times 

The  rendez-vous  with  art 

for  connoisseurs,  art-lovers  and  collectors 

More  than  190  galleries  and  antique 
dealers  on  a  floor  space  of  2L000  sq*m* 

March  12th-20th,  1977 

Daily  from  10  a*m*  to  8  p*m* 
Exhibition  grounds,  Rhineside  halls  1-3 


Information  for  visitors  from  Great  Britain:  International  Trade  Fair  Agencies  Ltd.,  10,  Old  Bond  Street, 
London  W1X  3DB,  telephone  (01)  409  09  56,  Telex  2-2751 

Messe-  und  Ausstellungs-Ges.m.b.H.  Koln,  P.O.Box  21  07  60,  D-5000  Koln  21,  telephone  (221)  8211 


re  and  Important  Large  Blue 
Porcelain  Figure  of  the  God  of  Literature, 
Of  the  Wan  Li  period  of  the  Ming  Dynasty.  1573-1620 
Height:  is  inches. 
Ex  collection:  H.  M.  Knight 


RALPH  I.  CHAIT  GALLERIES 


INC. 


ESTABLISH  I  11  1910 


WORKS  OF  ART— CHINESE  ART 


12  EAST  66th  STREET.  NEW  YORK.  N.Y.  10022.  U.S.A. 


Talophona  212  76S-0437 
MtMHin  Of  TNf  NATIONAL  AN1 


Cabia*  "Ralima"  Navy  York 


See/i  f'/i      background  portion  of  a  very  fine  twelve-panel  Chinese  Coromandel 
screen  on  "Tele  de  Negre"  colored  background.  Height  nine  feet. 
Width  of  each  panel  19 'A  inches. 

An  important  18th-century  Organ  Clock,  signed  "J.  Robert  et  fils 
a  la  Chaux  de  Fonds" ' 


Brussels 
between  1 500-1 530 
Size:  334  x  662  cm 


Important  objects  for  the  collector: 
Knotted  and  flat-woven  work  from  Asia  Minor, 
Persia,Turkmenistan  and  China.  Restoration  of 
valuable  objects. 


Galerie  Ostler 

Gallery  forTextile  Art 
D-8  Munchen  22,  Ludwigstrafte  ll 
Tel.  089/285669 


Highly  important  objects  in  European 
tapestries  of  the  15th  to  1 7th  centuries,  aubussons, 
textiles  and  embroideries.  Permanent  exhibitions. 
Please  ask  for  information. 


MEMBERS  OF  THE  BRITISH  "Wl   ■"■^ft  DEALERS  IN  ANTIQUE 

VNT1QUE  DEALERS'  ASSOCIATION  LTD  %!      H^    t^  SILVER  AND  FINE  JEWELLERS 


HOLMES 

CHARLES  II  TANKARD 


* 


Antique  Silver  Charles  II  Tankard, 

hallmarked  on  the  side  and  cover. 

London  1683.  Maker  probably  John 

Yateman.  Weight  27  oz.  10  dwts.  (Approx.  855  grams) 


HALL-MARK 

BOOKS 
paperback  85p 
leather  bound  £2  50 

HOLMES  LTD.  29  OLD  BOND  STREET,  LONDON,  W.l 

Telephone  01-493  1396 


SB 

Guide  to 
Mirks  of  Origin  on 
British  and 
Irish  Silver  Plate 

MUWCmturr 
tU  Yt*r  1971 

Old  Sheffield  Plate 
Makers'  Marks 

JTO-18M 


pa 

f?5$ 

PA'-  *R 

SHOE 


Thangka  of  Mahaganapati,  Nepal,  c.  1450,  67^x67  cm. 


DORIS  WIENER  „ 


NEW  LOCATION 

Wt  invite  you  to  visit. 
EAST  57th  STREET,  NEW  YORK,N.  Y.  10022  •  (212)  593-1270 


Important  European  Paintings,  Furniture  and  Accessories 

SATURDAY,  MARCH  19, 1977—10:00  A.M. 

At  The  Galleries  Of 

Richard  A.  Bourne  Co.,  Inc. 

Estate  Auctioneers 
Corporation  Street — Hyannis,  Massachusetts 

EXHIBITION:  Friday,  March  18-10:00  a.m.  to  5:00  p.m. 


Eugene  Louis  Boudin  (French  1824-1898) 


Artists  include  Jean  Boldini  (Italian  1845-1931),  Eugene-Louis  Boudin  (French  1824-1898).  Peter  Casteels  (Flemish  1684-1749), 
J.  Humbert  Craig  (British  Twentieth  Century),  George  Cruikshank  (English  1792-1878).  H.  Dirire.  Max  Kaufiman,  Anton  Mauve 
(Dutch  1838-1888),  Georges  Michel  (French  1763-1843),  Elliot  Torrey  (American  born  1867),  Maurice  de  Vhminck  (French  1876- 
1958),  Jan  Wildens  (Flemish  1586-1653),  and  George  Hand  Wright  (American  born  1872). 
Together  with  English  and  Continental  furniture,  furnishings,  and  accessories. 

Profusely  illustrated  catalogue  with  some  color  plates  $10.00  ($12.00  by  mail) 
Illustrated  brochure  sent  upon  request — $1.00  postpaid 


RICHARD  A. BOURNE  ft 

Estate  Auctioneers  and  Appraisers 
Corporation  Street  —  Hyannis.  Massachusetts 
C/j  Mile  West  of  Airport  Rotary  Circle  on  Rte.  28) 
Telephone  {617)  775-0797 

Mail:  P.O.  Box  141R— Hyannis  Port,  Mass.  02647 
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Storm  over  Shonto 


Ray  Swansun 


Ray  Swanson,  working 
exclusively  in  oils  and 
watercolors,  captures 
the  true  spirit  of 
contemporary  Indian 
life  in  his  magnificent 
western  paintings. 


FEATURED  ARTISTS: 


Ken  Baxter 
John  Berkey 
Stan  Borack 
Roger  Cooke 
Don  Crowley 
Chuck  Detlaan 
Juan  Dell 
Don  Doxey 


John  Falter 
Edward  J.  Fraughton 
Arnold  Friberg 
Carl  Hantman 
John  Jarvis 
H.  Grant  Kinzer 
John  Kittelson 
Floyd  Lott 


Frank  McCarthy 
Newman  Myrah 
Kenneth  Riley 
Ray  Swanson 
Barbara  Vaupel 
Russ  Vickers 
Ralph  Wall 


"Where  the  West  is  a  Fine  Art" 


P.O.  Drawer  D  /  Sedona,  Arizona  86336 
Telephone:  (602)  282-7489 


nusbe 


r;1 


FINE  ARTS  I  GALLERY 


die  Kunst 


lias  v-honf  IMfM 


is  publishing  articles 
on  history  of  art  for  a 
better  understanding  of  Old 
Masters'  works;  contributions 
and  discussions  on  modern  art. 


die  Runst 


An  irtWVtic  lleim 


carries  the  latest  news  from  the  art  market: 
auctions  -  exhibitions  -fairs  and  museums.  Reviews. 


die  Runst 


is  dealing  with  all-  kinds  of  creative  activity  in  art:  paint- 
ing  -  sculpture  -  graphic  art  -  architecture  and  interior  design. 


die  Runst 


is  the  oldest  German  art  journal  (founded  in  188})  offering  in  each  issue  most 
interesting,  engaging  and  informative  features,  i.  e.  "international  art  scene' 


die  Runst 


t 


comes  out  monthly  with  detailed  summaries  in  English. 


Subscription  rate  for  one  year  DM  96,-/£18.00/US-$38.00 
for  three  years  DM  230,-/£43.50/US-$90.00 

Published  by 

VERLAG  KARL  THIEMIG 
P.O. Box  90 07 40 
D-8000  Miinchen  90 
West-Germany 


PAUL  DE  LAMERIE 


From  our  New  York 
collection. 

A  fine  pair  of  Circular  Salvers 

by  Paul  de  Lamerie. 

Made  in  London.  Date  1732. 

Diameter:  9". 

Weight  34  ozs  1 0  dwts. 


Our  London  and  New  York 
collections  feature  antique 
silver  of  the  highest  quality 
and  always  include  exceptional 
and  rare  pieces  of  interest  to  the 
serious  collector. 


Our  collection  of  Old  Sheffield  Plate 
is  also  one  of  the  largest  in  the  country. 


S.|.SHRLESOLE 


LONDON  43  MUSEUM  STREET  LONDON  WC1 A 1 LYTEL:  01  -405  271 2  NEWYORK  104  EAST  57th  STREET  NEW  YORK  10022  TEL:  0101  -21 2-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Ar.tique  and  Art  Dealers  Association  of  America 


».rthebest  #  J 
iifWe^t  Qefman jourhalism« 


That's  what  "The  Times"  said  about  us< 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M.,  a  group  of 
1 4  top  newspapers  in  1 0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F.A.Z.. 
Welt  and  Suddeutsche)  - 
304,225  copies  average  Monday 
to  Saturday,  2nd  quarter  1976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeuTscneZeiuing 


The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A. 
(Top  European  Advertising  Media). 


group 


OIK,*  v 


The  Special  "Art  and  Prices"  Supplement  is 
published  twice  yearly  in  the  Spring  and  Autumn. 
Every  Saturday  the  Suddeutsche  features  a  page 
on  "Fine  Arts  and  Antiques". 


Eint  Bnlafi?  dir  Suditulubn  Znlung  fur  all,  und  mm  kiasl  ■  AukJiom  und  AissuUngi  ■  21.  April  1976 


Ein  Auto  oder  eincn  Osiris 

Die  Prciw  fur  agyptischc  Anttquitatcn  Mr, pen 


UTTRItll  CARTELUM! 


Besser  als  erwartel 


Friihjahrsauklionen 

1976 
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A  rare  small  George  II  period 
mahogany  secretaire  in  a  fine 
original  state  including  the  unusual 
flush  gilt  brass  handles  and 
escutcheons. 
Circa  1740 

Width  32  inches  80.5  cms. 
Height  36  inches  91  cms. 
Depth  I4j  inches   36  cms. 


IN  GERMANY 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


Kunsthandel  —  Ajitiquitaten 


ION  WflMTlBBEOO 


3 


HENRY 
MOORt 


^UNSTAUKTIOf 


Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  or  Vera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SW3  DE, 
Tel.  01-235  7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 ,  6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59  1 1 . 


^ranffurter^llflemcinc 

ZEITUNG  FOR  DEUTSCHLAND 
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Silver  by  Paul  Storr 

A  pair  of  four-light  candelabra,  height  26  inches, 
weighing  426  ounces.  Date  George  IV,  1823. 


H\  \PPOINI\1tNr  EOHERMAJESM  THholEEN 
GOt  OSMITHS4CROWVJEWFI  I  ERS.  GARR \RD  A  CO  I  TD  LONDON 

GAR  RAR  D 

The  Crown  Jewellers 

li:  RECENT  STREET    LONDON  WIAZIJ    TFl  EPHONE:  01-734  7020 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


The  sign  of  membership  is 
a  guarantee  of  fair  dealing  based 
on  specialised  knowledge  1 
and  experience. 

Sell  to  a  member  and  avoid  some  auctioneers'  increased  charges. 

A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 
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EARLY  EIGHTEENTH  CENTURY  LONDON  SILVER 


Queen  Anne  Candlesticks  with  octagonal  bases  by  Thomas  Merry,  London,  1709.  Height:  6f ' '. 
George  1  Tapersticks  with  hexagonal  bases  by  John  Bignell,  London,  1724  and  1725.  Height:  4$  '. 
George  11  Candlesticks  with  shaped  bases  by  William  Gould,  London,  1745,  Height:  61". 
John  Bignell  was  apprenticed  to  Thomas  Merry  in  1709,  the  year  the  octagonal  sticks  were  made. 


For  Sale  (approaching  retirement) 

Reputable  Gallery  established  20  years. 


18 1 ' igth  cent.  oils.    Audited  turnover  19J4,  J$,  j6  about  £80,000 yearly. 
Excellent  profits ,  mainly  export.  Inexpensive  rented  premises.  All  trade 
by  mail  or  appointment.  Good  clients  list  -  easily  transferable  to  another 

address  or  private  house. 


Write  giving  Bank  or  Accountant's  reference. 

Price  all  in,  equipment  for  office,  photography,  packing,  good  stock,  £50,000. 
Present  directors  could  stay  temporarily  if  needed. 

Write  Messrs.  P.  D.  Leake  &  Co.  Chartered  Accountants 
Ref.  3,  28  St.  John's  Square,  London,  EC1M  4BA 


John  H.  Twachtnic  111  1 1 853-190:2)    Canal  Scene,  Venice 

Oil  on  canvas,  10%  x  16  inches     Signed,  inscribed  and  dated  (1.1.):  J.  11.  Twachtman,  Venice  '78 
Ex  Coll.  A.W.  Drake,  Art  Editor  of  the  old  Century  Magazine 
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Bonhams  February  Sales 

at  the  Montpelier  Galleries 


Chinese  blue  and  white  vase  K'ang  Hsi,  28  cms  Chinese  blue      A  decorative  19th  Century  Chinese  jade  carving  of  a  water 

buffalo,  28  Cms  Long.  To  be  sold  on  18th  February 


and  white  VaseS  K'ang  Hsi,  20  4  Cms.  To  be  sold  on  18th  February 

7  ^r^pM 


1837 


Ludwig  van  Beethoven:  Holograph  manuscript  sketch  for  the  slow 
movement  of  the  string  quartet  op.  59  no.  3,  one  leaf,  30  x  20  5  cms. 

To  be  sold  on  23rd  February 


nd.  Prints. 

rd.  English  and  Continental 
"umiture. 

rd.  Selected  European 
)il  Paintings. 

th.  Porcelain  and  Works  of 
vrt. 

ill  sales  start  at  1 1  am. 
Jnless  otherwise  staled. 


8th.  Silver  and  Plate. 

9th.  Fine  Furs  at  10.30  am. 

10th.  English  and  Continental 

Furniture. 

10th.  17th,  1 8th  and  1 9th 
Century  European  Paintings. 
11th.  Porcelain,  Works  of  Art 
and  Musical  Instruments. 


15th.  Fine  Wines. 
16th.  Watercolours  and 
Drawings. 

17th.  English  and  Continental 
Furniture. 

17th.  17th,  18th  and  19th 
Century  European  Paintings. 
18th.  Oriental  Porcelain  and 
Works  of  Art. 


Chinese  export  tureen  and  cover  after  the  Hochst 

faience  Shape,  25  5  CmS.  To  be  sold  on  18th  February 


Montpelier  Street,  Knightsbridge, 
London  SW7  1HH.  Telephone:  01-584  9161. 
Telex:  916477  BonhamG. 


22nd.  Silver  and  Plate. 
23rd.  Printed  Books  at  2  pm. 
24th.  English  and  Continental 
Furniture. 

24th.  17th,  18th  and  19th 
Century  European  Paintings. 
25th.  Porcelain  and  Works  of 
Art. 

25th.  Pot  Lids,  Goss,  Fairings, 
Stevengraphs,  Staffordshire 
Figures,  Baxter  and  Le  Blond 
Prints,  at  10.30  am. 


W.&F.C.  BONHAM 
AND  SONS  LIMITED, 

8  Atholl  Crescent,  Perth, 
Scotland. 

Telephone  Perth  (0738)  32302. 
Rue  Pedro-Meylan  1,  Geneva. 
Switzerland. 
Telephone  36  60  92. 
Langwith  Mill  House, 
Nether  Langwith,  Mansfield, 
Nottinghamshire. 
Telephone  Shirebrook  3639. 


Ol  FGANG  PQGZEBA 


MAIN 


$5.00 

CATALOG    BY  REQUEST 


L  E  R  I  E  S 


7169  MAIN  STREET  SCOTTSDALE.  ARIZONA  85251  (602)949-9312 


A  superb  porcelain  charge 

Ch'ien  Lung,  (1736-1795) 
Diameter  twenty  inches. 


\\akefield-Scearce 
Galleries 

HISTORIC  SCIENCE  HILL 
SHELBYVILLE,  KENTUCKY  40065 
Telephone  502  633-4382 
Member  of 

the  Art  and  Antique  Dealers  League  of  America,  Inc. 

Direct  Importers  of  British  Antique  Furniture, 
Silver,  Old  Sheffield  and  Decorative  Accessories 
Write  for  our  new  illustrated  catalogue,  $2.50 
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BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEFN 
ELIZABETH  TIM 
QUEEN  MOTHFR 


<ffia>re  &uj&Uv  and  Gmtitientai  c/i$o&r. 


BY  APPOINTMENT 
ANTIQUE  DI  ALER 
TO  THE  LATE 
QUEEN  MARY 


u 

i 


\ 


A  good  set  of  4  Queen  Aimc  Candlesticks 
by  John  Jackson  I. 
London  1709    Height  7.4  inches. 


An  example jroin  our  collection  of 
Early  English  Silver. 


Valuations  for  Probate,  Insurance  and  Division 


Telephone:  01-629  6261    Telegraphic  Address  "Euclose  London  W.l" 


1 1 


"Meditation" 
Jean  Jacques  Henner  1829-1905 

Canvas  size  -  24"  x  18"  -  (61cm  x  46cm) 
Outside  frame  -  31 "  x  26"  -  (81  cm  x  66cm) 


In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

W.Anderson,  H.Andrews,  Berne  Bellecour,  F.  M.  Bennett,  Frank 
Brangwyn,  F.  A.  Bridgman,  Edgar  Bundy,  J.  B.  Burgess,  A.  de  Breanski, 
Phillip  H.  Calderon,  D.  Y.  Cameron,  Ivan  Choulste,  F.  C.  Compte, 
E.  Detaille,  Jules  Dupre,  Victor  Dupre,  Dietz  Edzard,  John  Eckenaes, 
Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere,  E.  L.  Garrido,  Frederick 
Goodall,  R.  A.,  Paul  Grolleron,  J.  J.  Henner,  Joseph  Highmore, 
W.  Lee  Hankey,  Dame  Laura  Knight,  Ridgway  Knight, 
Sir  Edwin  Landseer,  L.  Lassalle,  B.  W.  Leader,  A.  A.  Lesrel,  Jonas  Lie, 
T.  M.  F.  Lybaert,  J.  C.  Maggs,  Constantin  Makovsky,  Han  van 
Meegeren,  Franz  Moormans,  Adrien  Moreau,  H.  H.  Parker,  Ch.  Pecrus, 
Allan  Ramsay,  Sir  Henry  Raeburn,  Antonio  Reyna,  Leon  Richet, 
Lucio  Rossi,  Ferdinand  Roybet,  W.  Dendy  Sadler,  Eisman  Seminowsky, 
Wordsworth  Thompson,  Charles  Towne,  Felix  Ziem  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  Area  416  -  921  -  3522 


COLERIDGE 

8o  HIGHGATE  HIGH  STREET 
HIGHGATE  VILLAGE  LONDON  N.6. 
TEL:  01-340  0999 


A  fine  pair  of  Worcester  (Dr.  Wall)  oval  yellow-ground  baskets.  The  pierced  sides  are  moulded  with  pink 
florettes  at  the  intersections  and  the  brown  twig  handles  have  floral  terminals.  The  interiors  are  finely 
painted  with  bouquets  of  scattered  flowers  and  have  gilt  rims.  -  11  in.  long. 


EARLY  WORCESTER 
PAPIER  MACHE 


ANTIQUE  JEWELLERY 
GEORGIAN  GLASS 
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in  Hlonfe-Carlo 


SI  \  I  ICO  DA  HAVI'WA 

Paduan,  early  16lh  century 

WRITING  CASKET 

Bronze  with  traces  of  black  lacquer  over  medium  patina 
Overall  length  :  24  cm. 

A  superb  example  of  these  well-documented  caskets  (see 
Pope-Hennessy.  Renaissance  Bronzes  from  the  Kress  Collection, 
London  1965.  pp.  132-134). 

Two  others  with  similar,  simple  dolphin  feet  were  in  the  J. P.  Morgan  Collection 
(Bode  Catalogue.  1910.  no.  68)  and  the  Dr.  E.  Simon  Collection  (Berlin 
sale.  1929.  lot  71)  but  the  combination  of  dolphins  and  depressed  globular  feet 
is  apparently  unique  in  the  present  casket. 


BLACK*  NADEAU  GALLERY 

AVENUE  DES  BEAUX-ARTS         MONTE-CARLO  MONACO 

■•none  >  <»»>  30.7  7.40  Cables  :  BI.ANAKT,  Monaco 


SPECIALISTS  IN  FINE  EUROPEAN  BRONZES,  SCULPTURE  AND  WORKS  OF  ART 
FROM  THE  16TH  TO  EARLY  2QTH  CENTURIES 


DELOMOSNE 
AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


Rare  small  Ewer  and  Basin 
in  amethyst  glass  decorated 
with  Gothic  tracery  in  gold 
and  silver.  French,  circa  1  825. 
Height  of  Ewer:  19cm. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON  LONDON  W.8 

TELEPHONE  01  -937  1804 

CABLEGRAMS:  DELOMOSNE  LONDON  W.8 


Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


An  extremely  rare 
ENGLISH  Late  1  5th 
century  Cope  Fragment, 
c.  1475.  with  applied 
motifs  of  six-winged 
seraphs  on  wheels, 
fleur-de-lys,  stylised 
leaf  patterns,  with 
radiating  lines  and 
spangles  on  crimson 
silk  velvet  ground. 
20"  x  14"  (74cms  x 
36  cms). 
Litt:  English 
Embroidery  by 
A.  F.  Kendrick 
Coll:  Mrs.  Constable- 
Maxwell. 


38  Jermyn  Street  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 


For  reservations  and  information  in  the  U.K.,  call 
London,  01-567-3444.  In  New  York,  call  212-838-8000. 


AJ01  tf 

FIFTH  AVENUE  &  61sl  STREET  NEW  YORK.  N  Y  10021 

MANAGED  BV  TRUST  HOUSES  FORTE.  UD 
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ASPREY  Et  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street,  London  W1 
Telegrams:  Culleus  London  Asprey  S  A  Geneva,  40  rue  du  Rhone,  Geneva  Telex:  251 10 

Telephone:  28-72-77 


PHILIP  ANDRADE 


LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


Georgian  Mahogany 
Breakfront  Bookcase 
C  1780 

Length  8  1 1 

Height  8  3 


6,  7  &  8 
BORINGDON  VILLAS, 

PLYMPTON 
PLYMOUTH,  DEVON 

Plymouth  337952 


FRANK  CARO 
GALLERY 


Yueh  Ware  Vase 
T'ang  Dynasty, 
Height:  12%  inches. 


-11  EASX  57xm  ST..  NEW  YORK.  IN.  V.  10022 
(212)  PL  3  2166 
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In  Bruton  Street 

Algernon 
Asprey 


An  exceptionally  fine  George  II  mahogany 
library  table,  with  a  leather  lined  writing 
slide  and  pull-out  candlestands ;  the  blind  fret 
carving  is  of  outstanding  quality  and  is  in 
original  state  throughout.  English,  circa  1750 


Width 
Height 
Depth  closed 
Depth  open 


36" 
30' 
24 
36' 


Members  of  the  British  Antique  Dealers  Association 


ALGERNON  ASPREY,  27  BRUTON  STREET,  LONDON  W1X  8HA. TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN.  TELEX:  21 142 


Art  Catalogue  No.  1 

A  carefully  selected  list  of  400  out-of-print  &  scarce  items, 
mostly  on  individual  painters.  Write  for  a  copy  stating 
special  interests  and  enclosing  a  lop  stamp  please. 

JC3.l"l  Pclin^  member  of  the  Antiquarian  Booksellers''  Association, 

34  Trinity  Street,  Cambridge.  Tel:  0223  58279. 


Fine  Oil  Paintings 

XVII-XIX  CENTURIES 

High  quality  items,  carefully  selected  from  provincial  galleries 
in  Europe  and  UK.  All  available  through  one  source  at  up  to 
40%  below  London  gallery  prices. 

Free  search  service  for  specific  items,  without  obligation. 

Stock  list  and  colour  photos  by  post.  Viewing  by  appointment. 

Art  Assets.  Upper  Birtlev.  Brook.  Nr.  Godalming,  Surrev,  UK. 
\\  ormlcv  (042  879)  3303  at  any  time. 


One  of  a  very  fine  pair 
of  Regency  Chandeliers, 
English.circa  1815. 
Packed  and  shipped  for 
DELOMOSNE  &Son  Ltd. 
by  Gander  &  White  Ltd. 


GANDER  &  WHITE  LTD. 

EMPRESS^LACE,  LILLIE  ROAD,  LONDON  SW6,  ENGLAND 
01  381  0811,2 &3 
ANTIQUE  PACKERS  Et  SHIPPERS 

GROUPAGE  CONTAINER  SERVICE 

TO  NEW  YORK,  LOS  ANGELES,  HOUSTON 

EAST  9  WEST  COAST  and  GULF  PORTS 

TIR  GROUPAGE  SERVICE  TO  EUROPE   
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Suite  of  mid-1 8th  Century  Cast  Candlesticks 
date  1759-61 
Weight :  89  ozs 
Made  by  William  Cafe  of  Gutter  Lane  in  the  City  of  London. 


LONDON  SILVER  VAULTS    ■    CHANCERY  LANE    ■    LONDON    ■    WC2A  1QS 
Telephone  01  -242  3248/9    Telegrams  WALTER  STRONGROOMS  London  WC2A  1 0S 


HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 


59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  SW1Y  6LX 


Tel:  01-493  068« 


Cables:  Heimgal.  London,  SW1Y  6LX 


Also  in  Paris:  15  Avenue  Matignon,  Paris  Mil 


BIGGS 

of 

MAIDENHEAD 
(F.  R.  4  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


One  of  a  rare  set  of  three  late  Sheraton  rosewood  cabinets  with 
tambour  slides  enclosing  compartments  and  drawers,  and  with 

marble  tops.  Can  be  sold  as  pair  and  a  singleton. 
Height  32|"  (82  cm),  width  40"  (102  cm),  depth  I  Of  (27|  cm). 

Open  Tuesdav  to  Si  'urday.  Closed  Monday.  Hare  Hatch  Grange, 
Nr.  Twyford,  Berks.  Telephone:  Wargrave  (STD  0735  22)  3281 
(Lease  M4  at  Junction  No.  9) 


ANTIQUE  MAPS 

Comprehensive  world-wide  service  to  established  and  new 
collectors  and  buyers  of  rare  and  genuine  antique  maps, 
atlases,  plans,  sea  charts  and  other  topographical  items  of 
all  parts  of  the  world,  from  1450. 

Illustrated  personal  quotations  by  post 
Comprehensive  stock  over  wide  range  of  prices 
Guarantee  of  authenticitv  with  everv  item 


Free  ad\ice  on  starting  a  collection 
Valuations 


Research  projects 
Reference  books 
Maps  for  the  interior  designer 
Expert  hand  colouring 
Framing 


Zt-  -ILiik  (jdrw  SbUm 
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Member  British  Antique  Dealers  Association 


Fine  Eighteenth  and  Early  Nineteenth 
Century  Furniture  and  Works  of  Art 

67-70  CHALK  FARM  ROAD    LONDON  NWi 
01-485  1504  01-267  2767 


FIVE  AUCTIONS 
1977 

Continental,  English  and  Traditional 
Furniture  and  Furnishings. 

February  7th,  8th  and  9th,  1977 


Chinese  and Japanese 
Furniture  and  Furnishings. 

Dynasty  Porcelains, 
Bronzes  and  Hardstones. 

February  10th  and  11th,  1977 


XVIII  Century  English  and  Continental 
Furniture  and  Furnishings. 

Collection  of  Sevres  Urns, 
Art  Nouveau,  European  Bronzes, 
Ob  jets  d'Art. 

February  28  thru  March  4,  1977 


Important  Russian  enamel  and  gilt  mpivih  ikon  In  F  (Kihinnikm 


Fine  Russian  and  Austrian 
Enamels,  Ikons  and  Vertu, 
including  examples  by 
Faberge,  Ovchinnikov,  and  others. 

March  1,  1977 


European  and  American  Paintings 
March  1,  1977 

BuTTEr^IEU)  ^BlJTTEI<£IELI) 

AUCTIONEERS  AND  APPRAISERS  SINCE  1865 
1244  Sutter  Street      •     San  Francisco      •  673-1362 
Catalogues  A  vailable 


FROM  OUR  COLLECTION  OF 
RUSSIAN  IMPERIAL  OBJECTS  OF  ART 


A  Russian  icon  of  The  Mother  of  God  of  Kazan, 
rigg  tempera  on  wood  panel.  12  inches  by  1 1  inches. 
Mid  17th  century. 


pull  anb  pear 

SntiriUfs 

406  Linden  Avenue,  Wilmette,  Illinois  60091 
Telephone  (312)  256-6626 
Tuesday  through  Saturday,  10  a.m. -5  p.m. 


BRIAN  L.  KOETSER 
GALLERY 

OLD  MASTER  DRAWINGS 
38  Duke  Street  St.  James's  London  SW1Y  6DF 


Pieter  Jansz  Quast  (1606  Amsterdam  1647) 
"The  Happy  Alchemist" 
Black  Chalk  on  Vellum  206  x  189  mm 
signed  with  monogram 


Telephone:  01-930  6309 
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Monday,  February  28 

Chinese  Ceramics  from  the  Collection  of  Richard  and 
Margaret  Flint  of  Connecticut 

Sold  for  the  benefit  of  the  National  Trust  and  one  other  Charity 


Ming  red  and  yellow  baluster  jar,  reserved  with  two 
dragons,  unencircled  Chia  Ching  six-character  mark  and 
of  the  period,  14  cm.  high,  13.5  cm.  diam. 


Kuan  yao  rectangular  baluster  vase, 
Southern  Sung  Dynasty,  17  cm.  high. 


Honan  brown-glazed  ewer,  Sung  Dynasty, 
21.5  cm.  high. 


Famille  verte  bottle-shaped  'marriage  vase', 
K'ang  Hsi,  18.5  cm.  high. 


Catalogue  (II  plates,  including  I  in  colour)  55p.  %130  post  paid 


Friday,  March  4 

Modern  British  and  Irish  Paintings,  Drawings  and  Sculpture 

The  Properties  of  The  Baroness  Spencer-Churchill  of  Chartwell,  G.B.E., 
Mrs.  C.  Cordouan  of  Johannesburg  and  others. 


Sir  John  Lavery,  R.A.,  R.S.A.:  Mrs.  Winston  Churchill  with  her  daughter,  Sarah, 
signed  and  dedicated  "To  Sarah  and  her  mother  from  John  Lavery'.  painted  at 
Hoe  Farm,  Godalming.  c.  1915.  25.4  cm.  by  35.5  cm. 


Sir  Winston  Churchill:  The  Pope's  Palace  at  Avignon,  signed  with  initials, 
painted  in  1925,  50.8  cm.  by  76.2  cm. 


Catalogue  (49  illustrations,  including  3  in  colour)  £1.80  $3.00  post  paid 


Wednesday,  March  6 

Important  Antiquities 

The  Properties  of  Colonel  F.  Beddington,  Sir  Francis  Dashwood,  Bt.  and  others 


Egyptian  statue  of  Ser,  Son  of  Ii. 
Dynasty  XXVI,  c.  6th  century  B.C., 
66  cm.  high.  From  the  Temple  of  Mut  in 
Asher.  excavated  Benson  &  Gourlay,  1895/97 


Hellenistic  bronze  head 
c.  3rd  century  B.C..  12  cm.  overall  height. 


Attic  black-figured  Siana  cup,  late  6th 
centur\  B.C.,  27.3  cm.  diam. 


Hellenistic  marble  head, 
2nd  century  B.C.,  34  cm.  high. 


Catalogue  (32 plates,  including  5  in  colour)  £1.50,  $2.80  post  paid 
All  sales  subject  to  the  conditions  printed  in  the  catalogues 


Christie,  Manson  &  Woods  International  Inc.,  867  Madison  Avenue,  New  York  N.Y.  10021.  Tel:  (212)  '440.  417. 
Telex:  New  York  620721.  Cables:  Chriswoods,  N.Y.  Saleroom  to  be  opened  in  May  at  Delmonico's  at  Park  Avenue 

and  59th  Street. 

8  King  Street  St.  James's  London  swiY6QT 

Telegrams:  Christian  London  SW1     Telephone:  (01)  839  9060     Telex:  916429 


MANHATTAN  ART 
&  ANTIQUES  CENTER 


THE  FIRST  SERIOUS 
ANTIQUES  ARCADE  IN  THE 
UNITED  STATES 

85  established,  reputable  dealers  offering  the 
most  complete  range  of  quality  merchandise 
at  competitive  prices.  Located  in  a  beautiful 
tri-level  enclosed  mall.  If  you're  in  New  York, 
drop  by  and  visit  us. 


PERIOD  FURNITURE 
a  ACCESSORIES 

DOROTHY  LANE  ANTIQUES 
Antique  French 
&  Italian  Furniture 
LENARD'S  GALLERIES,  LTD. 
Art  &  Antiques 
CARTER  LAVAY  ANTIQUES,  LTD. 
English  18th  b  19th  Century  Antiques 
ANTHONY  ZOLEO 
Rare  Antique  Furniture 
RARITIES 
Period  Furniture 
CALALB  &  IOSUB 
Antiques  &  Furniture 

SANDA'S  SHOP 
French  &  English  Furniture 
DECORATIVE  WALL  COVERINGS 
Wallpapers,  Fabrics 
STEVE  ROEDLER 
18th  Century  Furniture 
'THE  GUV  NOR  £t  MRS.  A" 
English  &  American 
Furniture  &  Antiquities 


JEWELRY 

EVA  SCHICK 
Jewelry  &  Antiques 
MARIA'S  ANTIQUES 
Antique  Jewelry 
BERNICE  FRIED 
Jewelry,  Art  Nouveau. 
Art  Deco 
THE  RARE  EARTH 
Antiques  &  Jewelry 
MARCUS  GRINBLATT 
Diamonds  &  Jewelry 
PLAZA  JEWELRY  LTD. 
Antique  Jewelry  Reproduction 


SILVER 

THE  DISCERNING  I 
Silver,  Collectibles 
KEYSTONE  SILVER  CO 
Sterling  Silver 


OBJECTS  D  ART 

DOUB'S  ANTIQUES 
Malachite,  Meissen 
&  Russian  works  of  art 
TREASURES  OF  SAMARKAND 
Russian  Enamel  &  Objets  d'Art 
BLUM  ANTIQUES  &  JEWELRY 
Jewelry  £r  Icons 
PALACE  GALLERY 
Sevres,  Royal  Vienna,  Rose  Medallion 

GALLERY  63  ANTIQUES 
European  Furniture,  Bronzes,  Porcelains 

PORCELAINS  ft  COLLECTIBLES 

THE  DOWNSTAIRS  ATTIC  INC. 
Antiques  Er  Glass 

LI  LIE  KOMENT 
Porcelain.  Art  Glass 
BARBARA  JOYCE  KAYE 
Collector  Plates 
BETTY  KORN  ANTIQUES  Et  JEWELRY 
Antiques,  Jewelry  &  Paintings 
LES  BETH 
Ceramics,  Dishes,  Antiques 
CAROLE  M J AN N ES 
Furniture,  Antiques  Et  Accessories 
JOAN  GROSS 
Miniatures,  Curiosities 
ALVIE  WHITEMAN 
Arts  &  Crafts 

AMERICANA 

BOSHA 
American  Indian,  Tramp  Art 
JILL  OF  STORY  HILL  ANTIQUES 
Americana 
LAURA  FISHER 
Americana 

ORIENTALIA 

C.  T.  WAN  a  CO. 
Oriental  Art  &  Antiques 
ASIAN  ANTIQUE  CENTER 

Oriental  Antiques 
LUCKY  ARTS  ENTERPRISES 
Chinese  Art 
TONYING  GALLERIES 
Chinese  Porcelains 
CONTINENTAL  ENTERPRISES 
Oriental  Furniture,  Screens 

ORIENT  TREASURES 
Orient  Antiques  &  Fine  Art 


ENAMELS 

THE  DOROTHY  COMPANY 
French  &  Viennese  Enamels 

AFRICANA 

HEMINGWAY  AFRICAN  GALLERY 
African  Art,  Sculpture 

CLOCKS 

CLOCK  HUTT 
Antique  Clocks 
ARMS  Et  NAUTICALS 
SOL'S  ANTIQUES  &  ARMS 
Antiques  Ef  Arms 
HOWARD  ANTIQUES 
Porcelain  Et  Military 
THE  PORT  OF  ST.  JAMES 
Nautical  Antiques 

INDIAN  WORKS 
OF  ART 

KAPOOR  CURIOS 
India.  Nepal  £r  Tibet  Art,  Antiques 

BRONZES 

ROBERT  E.  MANN 
Bronzes  Et  Porcelains 

PAINTINGS 

CLARA  LEDESMA 
Fine  Watercolours 
EUPHORIA  ANTIQUES 
Antiques  Et  Paintings 
XAYMACA  GALLERY 
Jamaican  Art 
SANDA'S  SHOP 
Old  master  paintings 

ART  DECO 

ROBERT  GINGOLD.  JR. 
Art  Deco,  Art  Glass 

MID-EASTERN  ANTIQUES 

FIL  CARAVAN,  INC. 
Middle  Eastern  Copperware 
ISAK'S  ANTIQUES 
Persian,  Near-Eastern  Antiquities 
MIHAIL  KRIHEL1 
Art  &  Jewelry 


RUGS  &  CARPETS 

THE  GHIORDIAN  KNOT.  LTD. 
Rare  Carpets  &  Tapestries 
E.  &  J.  MAYERI  CORP. 
Persian  Antiquities 

REGENCY  AUCTION  GALLERY  Art  &  Antiques  Auction  Monthly 


EXPERT  REPAIRS 

DAVIDS 
Jewelry,  Watch  &  Repair 
KUN  DAO  KNIE 
Restoration 


1050  Second  Avenue  at  56th  Street,  New  York,  N.Y.  10022  •  (212)  355-4400 
Open  Daily  10:30  to  6:30,  Sun  12  to  6 
Free  Admission  •  Convenient  Parking 
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A  finely  decorated  mid-Victorian 
silver  Tea  and  Coffee  Set,  made  by  Robert  Harper  in  1865. 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Telephone:  01-734  3727 


Verkoopzaal  LEYS 

Kipdorpvest  46  Antwerp 

(between  Leysstreet  and  Hopland)      Phone  01 0-32-31  /32.69.69. 


A  superb  bureau  cabinet  set  with  147  Viennese  enamel  plaques  of  19th 
century,  fetched  a  world  record  price  of  L  22.500  on  December  1  3th  1  976. 


YOU  CAN  BUY  AND  SELL  AT  LEYS 

All  fine  quality  ITEMS  ACCEPTED  DAILY  from  9-1  2  a.m.  and 
from  2-5  p.m.  at  our  premises:  Verkoopzaal  Leys, 
Kipdorpvest  46,  2000  ANTWERP.  All  goods  are  PUT  INTO 
AUCTION  WITHIN  2  weeks  after  receipt.  PAYMENT  8  DAYS 
AFTER.  For  all  enquiries  call  Drs.  Moralis  who  will  be 
pleased  to  give  you  full  information.  Phone:  031/32.69.69. 


FORTHCOMING  AUCTIONS 

14th  and  15th  February 

14th  and  15th  March 

18th  and  19th  April 

16th  and  17th  May 

1  3th  and  14th  June 

4th  and  5th  July 


IN  1977. 

1  st  and  2nd  August 
19th  and  20th  September 
17th  and  18th  October 
14th  and  15th  November 
12th  and  13th  December 


Sotheby's 

Tuesday,  22nd  February,  1977,  at  1  1  am  and  2.30  pm 


ENGLISH  TRANSFER-PRINTED  CERAMICS 
and  PRINTED  and  PAINTED  ENAMELS 

the  property  ot  the  late  Sir  William  Mullens,  d.s.o.,  t.d.,  d.l. 


A  Worcester  dry  mustard  pot  and  cover  A  Bow  plate  printed  after  Gravelot  in  iron-red  A  rare  Birmingham  'swan-group'  tobacco 

with  bird  prints  by  Robert  Hancock,  with  'Aeneas  and  Anchises',  c.  1750-55,  box,  c.  1751— 1755,  9.5  cm. 

c.  1760,  13.3  cm.  20.3  cm 


February  and  March,  1977  sales 


ON  VIEW  AT  LEAST  THREE  DAYS  PRIOR  TO  DATE  OF  SALE 


Tuesday,  1st  February,  at  n  am 
Chinese  SnufF  Bottles,  Hardstone 
Carvings  and  other  Works  of  Art 

Wednesday,  2nd  February,  at  10.30  am 
in  the  Royal  Watercolour  Society 
Galleries,  26  Conduit  Street, 
London  wi 
Fine  Wines 

Wednesday,  2nd  February,  at  11  am 
Old  Master  Paintings 

Wednesday,  2nd  February,  at  11  am, 
at  Belgravia 

Continental  Bronzes,  Works  of 
Art  and  English  Furniture 

Thursday,  3rd  February,  at  it  am 
English  and  Foreign  Silver 
and  Plate 

Thursday,  3rd  February,  at  11  am, 
at  Belgravia 

Fine  Japanese  Ivories,  Lacquer, 
Shibayama  and  Works  of  Art 

Thursday,  3rd  February  and 
following  day,  at  1  pm, 
at  1 1 5  Chancery  Lane  (Hodgson's 
Rooms),  London  WC2A  ipx 
Private  Press  Books  and  Art 
Reference  Books 

Friday,  4th  February,  at  1 1  am 
English  Furniture,  Barometers, 
Carpets  and  Rugs 

Tuesday,  8th  February,  at  n  am, 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Wednesday,  9th  February,  at  1 1  am 
Impressionist  and  Modern 
I'aintings,  Drawings, 
Watercolours  and  Sculpture 

Thursday,  10th  February,  at  10.30  am 
Musical  Instruments 

Thursday,  10th  February,  at  1 1  am 
Fine  English  and  Foreign  Silver 
and  Plate 


Friday,  nth  February,  at  11  am 
English  Oak  Furniture  and 
Fine  Oriental  Rugs  and  Carpets 

Monday,  14th  February  and 

following  day,  at  1 1  am 

Valuable  Printed  Books 

Tuesday,  15th  February,  at  11  am 

Modern  Sporting  Guns, 

Antique  Firearms,  Militaria 

and  Edged  Weapons 

Tuesday,  15th  February,  at  11  am 

Chinese  Ceramics  and 

Works  of  Art 

Wednesday,  16th  February, 

at  10.30  am,  in  the  Royal  Watercolour 

Society  Galleries,  26  Conduit  Street, 

London  wi 

Fine  and  Inexpensive  Wines, 
Spirits  and  Vintage  Port 

Wednesday,  16th  February,  at 
10.30  am  and  2  pm 
Ancient  English  and  Foreign 
Coins,  in  Gold,  Silver  and  Bronze 

Wednesday,  16th  February,  at  1  1  am 
Old  Master  Paintings 

Wednesday,  16th  February,  at  1 1  am, 
at  Belgravia 

Continental  Bronzes,  Sculpture 
and  Clocks,  English  Works  of 
Art,  Furniture  and  Textiles 

Thursday,  17th  February,  at  10.30  am 
Jewels 

Thursday,  17th  February,  at  10.30  am, 
at  Belgravia 

Oriental  Works  of  Art 

Thursday,  17th  February,  at  11  am 
English  and  Foreign  Silver 
and  Plate 

Thursday,  17th  February  and 
following  day,  at  1  pm,  at 
115  Chancery  Lane  (Hodgson's 
Rooms),  London  WC2A  ipx 
Printed  Books  on  Travel 
and  Topography 
Friday,  18th  February,  at  11  am 
English  Furniture,  Works  of  Art 
and  Oriental  Rugs  and  Carpets 


r 


Sotheby  Parke  Bernet  A.G. 
20  Bleicherweg,  8022  Zurich, 
Switzerland 

Friday,  1 8th  February,  at  6  pm 
and  following  day,  at  4  pm 
and  7  pm, 

at  the  Kulm  Hotel,  St.  Moritz, 

Switzerland 

Fine  Jewels 

on  view  from  Saturday,  12th  to 
Sunday,  13th  February  ami 
from  Wednesday,  16th  to 
Saturday,  19th  February 


Monday,  21st  February  and 
following  day,  at  n  am 
Printed  Books 

Tuesday,  22nd  February,  at  1 1  am 
and  2.30  pm 

English  Transfer-Printed  Ceramics 
and  Printed  and  Painted  Enamels 

the  property  of  the  late  Sir  William 
Mullens,  D.S.O.,  T.D.,  D.L. 
Tuesday,  22nd  February,  at  1 1  am, 
at  Belgravia 
Victorian  Paintings, 
Drawings  and  Watercolours 
and  at  2. 30  pm 
English  Prints  1700-1850 
Wednesday,  23rd  February,  at  1  1  am 
and  2.30  pm 

Important  Eighteenth,  Nineteenth 
and  Twentieth  Century 
Continental  Paintings 

Wednesday,  23rd  February  and 
following  day,  at  11  am  and  2.30  pm 
Fine  Japanese  Arms  and  Armour, 
Netsuke,  Inro,  Lacquer  Wares, 
Ceramics  and  Works  of  Art 
Wednesday,  23rd  February,  at  11  am, 
at  Belgravia 

Posters,  Enamel  Signs,  Packaging 
Material,  Postcards,  Cigarette 
Cards  and  other  Printed  Ephemera 
Thursday,  24th  February,  at  1 1  am 
English  and  Foreign  Silver 
and  Plate 


Thursday,  24th  February,  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English 
and  Continental  Drawings 
and  Watercolours 

Friday,  25th  February,  at  1  1  am 
Continental  Furniture, 
Oriental  Rugs  and  Carpets 

Monday,  28th  February,  at  i  1  am 
Silhouettes  and  English  and 
Continental  Miniatures 

Monday,  28th  February,  at  1  1  am 

and  2.30  pm 

Antiquities 

Monday,  28th  February  and  following 
day,  at  1 1  am 

Printed  Books,  Manuscripts 
and  Autograph  Letters 

Tuesday,  1st  March,  at  10.30  am 
Fine  Chinese  Export  Porcelain, 
Jades  and  other  Works  of  Art 

Tuesday,  1st  March,  at  10.30  am, 
at  Belgravia 

Fine  Wines  Lying  Overseas 
and  in  Bond  England 

Wednesday,  2nd  March,  at  1  1  am 
Old  Master  Paintings 

Wednesday,  2nd  March,  at  1  1  am, 
at  Belgravia 
English  Furniture, 
Clocks  and  Works  of  Art 


Catalogues  (post  free)  from  2  Merrington  Road ,  London  SW6  1RG  Telephone  01-381  3173 
Sothebv  Parke  Bernet  &  Co..  New  Bond  Street.  London  Wi  A  2  A  A  Telpnhnnr  ■  ni-mi  SnSo  TrUammc-  Ahinirir,  I  ™Ar 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  swix  8lb       Telephone:  01-235  43 11       Telegrams:  Gavel,  London       Telex:  London  24454 

Tuesday,  8th  March,  1977,  at  11  am 


FINE  VICTORIAN  PAINTINGS, 
DRAWINGS  AND  WATERCOLOURS 


James  Webb,  Sunset  after  Rain,  Walter  Field,  Henley  Regatta,  John  Wilson  Carmichael,  St.  Michael's  Mount, 

signed  and  dated  1878,  inscribed  on  the  reverse,  signed  and  dated  1884,  Cornwall,  signed  and  dated  1847,  on  panel, 

60  by  90  cm.  140  by  242  cm.  30  by  40.5  cm. 


Alfred  Gomersal  Vickers,  Off  Dover,  signed,  Charles  Dixon,  A  Yacht  Race,  John  Wilson  Carmichael,  Salvaging  a  Wreck  off 

75.5  by  1 19.5  cm.  heightened  with  bodycolour,  signed  and  dated  '05,  the  Coast,  inscribed  'sketch',  on  board, 

74  by  99  cm.  32.5  by  42  cm. 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.  Y.  10021     Telephone:  (212)  472  3400    Telegrams:  Parkgal,  New  York    Telex:  New  York  232643 
Friday,  1 8th  March,  1977,  at  2  pm  and  following  day.  at  101  >  am  and  2  pin 


FRENCH  AND  ENGLISH  FURNITURE,  JADES,  PORCELAIN, 
PAINTINGS,  RUGS  AND  DECORATIVE  ARTS 

property  from  the  Collection  ot  Mr  and  Mrs  Henry  J.  Heinz  11 
On  view  front  Saturday,  12th  March 


Salon 


Illustrated  analogue  $7  by  mail,  order  by  sale  no.  3962  and  enclose  cheque,  bank  draft  or  money  denominated  in  U.S.  dollars  only  to  Department  CON. 


Sotheby  Parke  Bernet  International  Realty 

offers  this  distinguished  residence  for  sale  (illustrated  above) 

An  elegant  East  River  triplex  at  450  East  52nd  Street,  New  York  City,  U.S.A.  Twenty-one  rooms  decorated  by  Jansen;  magnificent  two-storey 
canopied  ballroom  lined  with  green  velvet.  For  further  information  or  an  illustrated  brochure,  please  contact  Clark  P.  Halstead,  Jr.,  at  Sotheby 
Parke  Bernet  International  Realty,  980  Madison  Avenue,  New  York  10021  Telephone:  (212)  472  3465  Telex:  232643 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036,  Sotheby  Parke  Bernet  &  Co., 
34-35  New  Bond  Street,  London  wia  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels,  Buenos  Aires,  Dublin,  Edinburgh,  Florence, 
Houston,  Johannesburg,  Madrid,  Melbourne,  Milan.  Monte  Carlo,  Munich,  Palm  Beach,  Paris,  Rio  de  Janeiro,  San  Francisco,  Stockholm, 

Toronto,  Virginia  and  Zurich 
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By  William  James  Muller,  1812-1845.  Oils  on  canvas.  igV2"  x  26%".  (49-5  x  67-3  cms). 
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finely  chased  repousse  gold  mounted  on  black  marble, 
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The  March  issue  of  The  Connoisseur  will  be  devoted  to  aspects  of  Burgundian  art.  Five 
hundred  years  after  the  death  of  Duke  Charles  the  Bold  at  the  battle  of  Nancy,  the  phrase 
'Burgundian  art'  is  often  used  uncertainly  or  inconclusively.  This  issue  sets  out  to  give 
further  definition  to  this  vital  centre  of  the  Arts. 
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The  Teaching 
of  Primitive  Art 


Now  that  the  highly  successful  exhibition  Sacred  Circles 
has  closed  at  the  Hayward  Gallery,  a  very  awkward 
question,  but  one  that  would-be  students  often  ask, 
still  remains.  Where  does  one  go,  whom  does  one 
approach,  what  courses  can  one  follow,  if  one  wishes 
to  study  North  American  Indian  art  -  or  Australian 
aboriginal  art  for  that  matter,  or  Mclanesian  art,  or 
African  art?  And  the  answers  in  this  country  are: 
nowhere;  no  one;  none. 

Of  course  there  are  exceptions.  At  London  Univer- 
sity one  can  take  a  b.sc  in  Anthropology  or  an  ma  in 
Area  Studies  which  may  include  lectures  on  such  sub- 
jects as  West  African  material  culture,  and  the  anthro- 
pology of  art.  But  the  courses  are  basically  anthropolog- 
ical -  certainly  not  art  historical  -  and  the  importance 
attached  to  primitive  art  is  reflected  in  the  fact  that 
these  options  count  for  only  a  small  proportion  of  the 
marks  in  the  final  examination.  The  Roval  College 
of  Art  has  one  member  of  staff,  himself  a  collector  of 
primitive  art,  who  gives  courses  of  lectures  on  the  sub- 
ject. Occasionally  Institutes  of  Adult  Education  offer 
courses  in  primitive  art  when  lecturers  are  available  and 
a  sufficient  attendance  is  guaranteed  beforehand.  From 
time  to  time  Art  Colleges  and  Polytechnics  invite 
visiting  lecturers  to  give  a  one-off  talk  on  the  subject, 
which  usually  draws  a  large  and  attentive  audience. 
The  interest  is  there,  but  the  fact  remains  that  full-time 
teachers  and  regular  courses  are  not  available. 

The  trouble  is  that  the  study  of  primitive  art  falls 
between  the  two  stools  of  Art  History  and  Anthro- 
pology. It  is  cold-shouldered  by  the  art  historians,  for 
neither  the  Warburg  nor  the  Courtauld  is  seriously 
interested  in  art  outside  Europe.  It  is  subsumed  by 
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British  anthropologists  -  who  often  shudder  at  the 
very  term  'primitive  art'  -  under  material  culture, 
which  in  turn  plays  only  a  minor  role,  compared  with 
kinship  systems,  in  their  study  of  society.  (Do  they  ever 
consider  that  'material  culture'  is  being  produced  daily 
by  the  Art  Colleges  throughout  the  country  in  their 
Ceramics  and  Textile  Departments  -  coiled  pots,  open- 
fircd  pots,  kente  cloth,  batiks,  tie-dyes?) 

And  yet  our  museums  are  stuffed  with  some  of  the 
finest  collections  of  primitive  art  in  the  world,  and 
their  acquisitions  -  quite  rightly  -  go  on  accumulating. 
Indeed,  the  people  who  really  know  about  primitive 
art  in  this  country  are  the  museum  ethnographers. 
They  handle  it  every  day,  study  it,  go  out  into  the 
field  and  collect  it,  they  conserve  it,  display  it,  write 
papers,  catalogues,  books  about  it.  And  though  some 
of  them  do  give  lectures  on  their  particular  fields  of 
interest,  they  are  already  overworked  and  the  subjects 
of  such  complaints  from  the  public  as  that  the  collec- 
tions are  poorly  catalogued  and  far  too  little  is  ever 
exhibited,  or  that  the  displays  are  seldom  changed  and 
the  reserve  collections  are  difficult  of  access.  The 
general  public  -  familiar  only  with  the  exhibition  halls 
-  has  little  idea  of  the  enormous  amount  of  routine 
work  that  has  to  be  carried  out  in  museum  offices.  The 
staff  of  ethnographic  museums  do  not  have  the  time  to 
undertake  regular  and  continuing  teaching  commit- 
ments  on  any  large  scale,  with  all  that  that  implies:  not 
only  courses  of  lectures  but  also  tutorials,  seminars, 
examinations.  So,  while  European  art  is  widely  taught 
in  secondary  schools  and  onwards,  the  study  of  our 
magnificent  collections  of  primitive  art  -  not  only  in 
the  Museum  of  Mankind  in  London  but  in  museums 
in  Oxford  and  Cambridge,  Liverpool  and  Edinburgh 
and  elsewhere  -  remains  minimal  and  haphazard. 

But  with  the  ever-increasing  interest  in  primitive 
art  (witness  the  large  number  of  books  on  the  subject 
now  available,  both  paperbacks  and  expensive  photo- 
graphic albums,  as  well  as  the  spiralling  prices  in  the 
auction  rooms),  and  in  particular  the  increasing 
demand  for  courses  from  art  students,  the  problem  of 
the  teaching  of  primitive  art  in  our  Universities,  Poly- 
technics and  Art  Colleges  must  be  faced.  The  subject 
will  be  taught  in  any  case,  is  sometimes  being  taught, 
but  will  be  inadequately  taught  because  the  courses  arc 
random,  or  because  the  teachers,  faute  de  mieiix,  are 
themselves  insufficiently  instructed  in  the  field.  What 
is  required  is  that  an  already  existing  body  should 
extend  its  interests  into  this  area,  devise  a  programme, 
and  initiate  courses  open  to  students  of  the  Humanities 
as  well  as  the  Social  Sciences  at  ba  and  ma  level.  This 
will  require  the  co-operation  of  anthropologists,  art 
historians  and  museum  ethnographers.  The  anthro- 
pologists have  made  a  start,  but  now  it  is  the  turn  of 
the  art  historians  to  become  involved.  Perhaps  the 
Association  of  Art  Historians  might  find  this  problem 


worth  looking  into. 


J.  B.  Donne 


In  the  wake  of 
Guglielmo  della  Porta 

Ulrich  MiddeUorj 

Wc  are  more  amply  informed  about  Guglielmo  della  Porta  than  about  any  other  sculptor 
of  his  period;  yet  his  image  is  anything  but  well  defined.  Both  facts  are  interlinked.  His  rich 
and  varied  activity,  carried  on  with  the  help  of  many  assistants  and  followers  or  allied 
workshops  is  well  documented.  There  is  no  lack  of  sculptures  of  all  sorts  that  can  be 
associated  with  him,  and  there  is  an  unusual  store  of  drawings.  The  wealth  of  information 
and  the  abundance  of  works  are  confusing,  and  need  much  study  before  they  can  be  shaped 
into  an  articulated  story. 


Beginnings  have  been  made.1  But  Porta  as  an 
individual  cannot  be  understood  unless  the 
workings  ot  the  organisation  which  had  grown  up 
around  him  are  understood  first.  Many  of  his  ideas  are 
known  only  in  the  realisations  of  others;  many  of 
them  survived  him  and  led  a  lively  existence  for  almost 
the  next  two  generations.  Since  'ye  shall  know  them  by 
their  fruits'  an  investigation  of  some  of  these  survivals 
may  clarify  his  image,  acquainting  us  at  the  same  time 
with  some  artists  who  so  far  have  remained  in  ob- 
scurity or  present  themselves  to  us  as  perplexing 
problems. 

CESARETARGONE 

This  is  an  almost  unknown  name.  Thieme-Becker 
records  that  in  1582  he  belonged  to  the  Congregazione 
dei  Virtuosi  al  Pantheon.2  Baglione3  does  not  mention 
him  by  name,  but  speaks  of  a  'Venetian  goldsmith'  as 
the  father  ot  the  architect  Pompco  Targone,  with 
whom,  according  to  Thieme-Becker,  Cesare  has  been 
'confused'.  Recently  we  have  learned  that  in  1585  he 
was  in  Florence,  where  he  worked  in  company  with 
Antonio  Susini  on  Giovanni  Bologna's  gold  reliefs  for 
the  Stndiolo  of  Ferdinand  I.4  It  would  be  tempting  to 
identify  him  with  a  'Don  Cesare  Tarccni  gentiluomo' 
in  Venice,  to  whom  in  1575  some  antique  sculptures 
were  shipped,5  if  it  were  not  for  what  seems  to  be  a 
difference  of  social  status. 

This  shadowy  figure  has  suddenly  received  a 
physiognomy  with  the  appearance  in  a  private  collec- 
tion of  a  signed  work :  a  gold-relief  of  the  dead  Christ 
mid  the  mourning  Virgin  (No.  1)  which  bears  the  in- 
scription 'opus,  caesaris.  tar.  veneti'.  The  inscrip- 
tion must  refer  to  the  artist  of  the  documents,  which 
makes  the  relief  the  first  work  of  his  to  become 
known.6  Its  character  and  style  help  to  place  him.  The 
technique  and  the  composition  recall  the  gold  relief 
from  Guglielmo  della  Porta's  workshop,  which  I  have 


recently  published.7  Indeed  the  piece  came  to  my 
notice  because  its  owner  had  been  struck  by  the 
resemblance.  Cesare  Targone,  then,  is  one  of  the  artists 
who  worked  in  the  wake  of  Guglielmo  della  Porta. 
That  he  was  younger  and  his  relief  later,  is  evident 
from  its  style  alone.  The  composition  is  looser;  its 
symmetry  is  broken;  the  figures  move  more  freely  in 
space.  The  classical  Roman  design  and  modelling  of 
the  sixteenth  century  have  given  way  to  a  livelier, 
almost  pictorial  treatment,  which  recalls  the  work  of 
Targone's  compatriot  Camillo  Mariani.8 

The  freedom  of  movement,  the  loose  falling 
crinkled  drapery,  particularly  of  the  Virgin,  are  not 
unlike  those  of  certain  bronze  statuettes  in  the  taber- 
nacle of  the  altar  of  the  sacrament  in  S.  Giovanni  in 
Latcrano,9  which  traditionally  is  ascribed  to  Pompco 
Targone,  the  son  of  Cesare. 1 0  We  know  that  he  was 
an  architect  and  bronze  founder,  apparently  esteemed 
primarily  as  a  technician.11  His  other  artistic  work 
mentioned  by  the  sources  is  the  tabernacle  in  the 
Cappella  Paolina  in  S.  Maria  Maggiore.12  In  this  he 
has  collaborated  with  Girolamo  Rainaldi,  Camillo 
Mariani13  and  others.14  The  altar  in  S.  Giovanni  in 
Laterano  had  been  a  similar  co-operative  enterprise,  the 
overall  planning  of  which  had  been  P.  P.  Olivieri's.15 
It  would  be  logical  if  Pompeo's  father  helped  with  the 
statuettes  of  the  tabernacle;  without  further  research 
in  the  archives  we  cannot  be  sure.  Still,  there  is  a 
family  resemblance  between  the  gold  relief  and  the 
statuettes.  That  Cesare's  name  should  have  been  for- 
gotten and  he  been  confused  with  Pompeo  is  not  hard 
to  understand.  The  name  Targone  is  often  mentioned 
without  a  first  name;  later  Pompeo's  name  occasionally 
was  changed  into  Pictro.16  There  was  also  another 
Targone,  Ottavio,17  perhaps  a  brother  of  Cesare.  This 
surfeit  of  first  names  taken  from  Roman  history  would 
confuse  any  chronicler. 

So  far,  then,  Cesare  Targone  is  known  only  through 
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In  the  wake  of  Guglielmo  della  Porta 


1.  Cesare  Targone. 

The  \  irgin  mourning  the  dead  Christ, 
finely  chased  repousse  gold 
mounted  on  black  marble, 

the  relief  29  X  26  cm ;  * 
the  marble  38.5  X  26.5  cm. 
Private  Collection. 

this  gold  relief  which  shows  him  as  an  imitator  of 
Guglielmo  della  Porta  who  spoke  the  Roman  language 
with  a  Venetian  accent.  What  place  it  has  in  his  career 
is  a  question.  We  know  neither  the  year  of  his  birth 
nor  that  of  his  death.  In  1582  he  was  mature,  as  is: 
proved  also  by  the  fact  that  around  1600  a  son  ot  his 
was  active.  The  composition  of  the  relief  was  known 
elsewhere  in  the  1580s;  it  was  used  on  the  base  for* 
Annibale  Fontana's  Assunta  in  S.  Maria  presso  S.  Celso 
in  Milan  (c.  1586/7). 18  Cesare's  relief  might  date  from 
about  the  same  time. 

TEODORO  DELLA  PORTA 

Guglielmo  della  Porta's  only  legitimate  son  and  right- 1 
tul  heir,  Teodoro19  has  a  well  documented  biography; 
but  little  is  known  about  his  work.  There  is  the  bronze 
drapery  painted  white,  with   which,  in   1594,  he; 
covered  the  Justitia  on  his  father's  tomb  for  Paul  m  in . 
St.   Peter's  (No.   2)20  and  the  tomb  of  Lucrezia  j 
Tomaceili,   Duchess  of  Palliano,   wife  of  Filippo 
Colonna  in  S.  Giovanni  in  Latcrano,  dated  1625  (Nos. 

2.  Guglielmo  della  Porta. 

Justice,  with  drapery  by  Teodoro  della  Porta. 
Tomb  of  Paul  m,  St.  Peter's,  Rome. 
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Above  and  left. 

3.  and  4.  Teodoro  della  Porta 

and  Giacomo  Laurenziano. 

Part  of  the  tomb  of  Lucrezia  Tomacelli, 

Duchess  of  Palliano, 

S.  Giovanni  in  Laterano,  Rome. 

3  and  4)  which  he  made  together  with  the  founder 
Giacomo  Laurenziano.21  In  161 1  he  was  paid  for  the 
models  for  the  annual  medal  of  Paul  v,  which  was 
executed  by  Giacomo  Antonio  Moro  and  is  without 
character.22 

A  beautiful  gilt  terracotta  relief  in  Galleria  Spada  in 
Rome  (No.  6)23  has  been  mentioned  once  in  relation 
to  Guglielmo  della  Porta.24  It  is  signed  with  a  mono- 
gram, which  so  far  as  defied  deciphering  (No.  5).  It 
is  composed  of  the  letters  'prt'  and  V  or  'a'.  Atter  it 
are  the  letters  'ca',  and  underneath  the  year  1602.  Only 
a  close  look  and  much  searching,  mainly  eliminating 
possible  interpretations,  have  yielded  results.  It  was  a 
question  of  reading  the  first  letter  of  the  monogram. 
It  appears  to  be  an  unequivocal  V.  However  the 
'if  was  not  made  in  one  stroke.  It  first  was  a  V; 
then  the  V  was  done,  then  the  downstrokc  of  the  V 
was  added,  cutting  clearly  across  that  of  the  V.  The 
letters  Y  and  Y  as  the  nucleus  of  the  monogram  are 
siK^estivc.  The  addition  of  V  and  'a'  or  'o',  all  but 
spells  out  the  name  of  Porta  and  easily  also  takes  care 
of  the  V  of  Teodoro.  To  clinch  the  matter,  the  'ca' 
can  be  read  as  'cavaliere',  a  title  which  Porta,  to 
judge  from  the  sources,  insisted  on  using.25  The  proper 
abbreviation  would  have  been  cav,  but  there  was  no 
space,  and  the  'ca'  balances  the  monogram  neatly. 
The  relief  in  Palazzo  Spada  would  then  be  a  signed  and 
dated  work,  the  first  one  known,  by  Teodoro  della 
Porta. 
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Left  and  above. 

5.  and  6.  Teodoro  della  Porta. 
Deposition,  1602,  gilt  terracotta. 
Galleria  Spada,  Rome. 

Ill  the  Justitia  Teodoro  had  to  harmonise  his  drapery 
with  that  of  his  father's  underneath  the  recumbent 
figure.  Still,  its  greater  richness  and  more  sharply  cut 
edges  makes  it  much  like  the  draperies  of  the  relief. 
The  simple,  flowing  lines  of  Guglielmo's  folds  have 
been  overlaid  by  angular  broken  detail  which  produces 
a  denser  texture.  In  this  a  new  style  announces  itself  in 
a  similar,  yet  not  quite  as  extreme  a  fashion  as  in 
Targone's  Pieta. 

The  relief  and  the  tomb  of  Lucrezia  Tomacelli  are 
more  difficult  to  compare.  They  share  the  massiveness 
of  the  figures  and  the  smooth,  slightly  overblown 
roundness  of  faces,  limbs  and  draperies.  More  telling 
still  are  the  similarities  of  the  classical  heads,  of  the 
execution  of  the  hair,  the  hands,  the  folds  particularly 
in  the  ornamental  parts  of  the  tomb.  The  overall  feel 
of  volume,  of  movement  and  of  surface  correspond  as 
much  as  could  be  expected  in  a  comparison  between  an 
autograph  work  and  one  which  went  through  the  pro- 
cesses of  casting  in  a  foundry  and  finishing  by  the 
hands  of  helpers.  Still,  we  know  from  other  examples 
that  the  famous  founders  of  the  period  usually  succeed- 
ed splendidly  in  translating  other  artists'  models  in 
bronze. 

The  sources  for  Teodoro's  relief  must  have  been 
cither  models  or  drawings  by  his  father.  Of  the  latter  a 
number  are  preserved  in  the  Dusseldorf  volumes.26 
Teodoro  has  avoided  the  extravagances  which  had 
developed  in  Guglielmo's  compositions.  The  Virgin, 
who  more  and  more  had  come  to  dominate  the  group, 
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tow  ering  over  it,  as  the  format  of  the  scene  w  as  length- 
ened vertically,  has  been  placed  in  the  centre,  well 
below  the  level  of  the  figures  in  the  background.  This 
gives  the  composition  a  harmonious  proportion.  The 
actions  of  the  figures  have  become  quiet.  The  precipit- 
ous slant  of  the  body  of  Christ  has  been  turned  into  an 
almost  contrapuntal  balance  of  its  weight,  much  as  in 
Raphael's  Deposition.  The  bystanders  111  the  back- 
ground recall  similar  figures  in  more  classical  compo- 
sitions, for  example  those  by  Bandinelli.27  The 
language  has  been  completely  changed.  The  elongated, 
almost  skeletal,  nervously  twisting  figures  of  the 
drawings  have  taken  normal  proportions  and  move- 
ments. Their  flickering,  broken  lines  with  the  over 
accentuation  of  detail  of  nudes  and  draperies  have 
given  way  to  sedate  silhouettes  and  smooth  modelling. 
Thus  Teodoro,  though  preserving  much  of  his  father's 
overall  plan  and  most  of  his  simple  motifs,  has  given  to 
his  relief  a  new  character. 

Was  Teodoro  turning  away  from  the  style  of  his 
father?  Gugliclmo  himself  probably  would  have 
toned  down  his  eccentric  style  when  it  came  to  a 
definitive  execution.  Apparently  he  used  that  in  pre- 
liminary work  such  as  drawings  and  bozzetti,  and  re- 
tained it  only  in  decorative  works  like  the  Ovid 
plaquettcs.  An  often  repeated  composition  of  the 
Deposition,28  which  in  its  final  form  must  still  be  close 
to  Guglielmo  himself  preserves  the  compositional 
principles  of  the  drawings,  but  not  their  extravagant 
language. 

Teodoro's  contribution,  therefore,  was  the  change- 
over from  Guglielmo's  agglomerations  of  figures  often 
piled  up  without  breathing  space,  to  a  balanced, 
pictorial  composition  and  the  above  mentioned  new 
sensitivity  to  surface  values.  This  brings  him  111  line 
with  the  changes  which  usher  in  the  new  century. 

7.  after  Guglielmo  della  Porta. 

Flagellation,  silver. 

Bayerisches  Nationalmuseum,  Munich. 
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8.  Gugi.ielmo  della  Porta.  Flagellation,  silver,  Private  Collection. 


//;  the  wake  of  Guglielfno  delta  Porta 


MISCELLANEA 

The  famous  story  ot  the  theft  of  models  from  the 
estate  of  Giiiiliclmo  della  Porta  and  Teodoro's  in- 
heritance29  tells  how  popular  Guglielmo's  composi- 
tions were  and  how  eagerly  they  were  appropriated  by 
others.  To  the  examples  previously  gathered30  a  few 
more  can  be  added. 

A  fine  silver  specimen  of  the  Flagellation  in  Berlin31 
has  been  found  in  a  private  collection  (No.  8).32  It  has 

9.  and  10.  AFTER  GUGLIELMO  DELL  A  PORTA. 

Two  scenes  of  martyrdom,  wax. 
Private  Collection,  ? New  York. 


a  better  finish  and  less  the  character  of  a  bozzetto  than 
the  specimen  in  Berlin,  but  both  seem  to  be  taken 
'from  the  same  mould'.  They  must  be  fairly  accurate 
renderings  (it  a  bozzetto  by  Guglielmo.33  This  is  true 
also  for  a  small  statuette  of  Christ  on  the  Column  in  the 
Carrand  Collection  in  the  Bargcllo34  and  a  contoured 
relief  of  a  Flagellation  in  the  National  Museum  in 
Munich  (No.  j).35  When  and  where  they  were 
executed  cannot  at  present  even  be  guessed.36  Equally 
close  to  Guglielmo's  drawings  are  two  wax  reliefs 
(Nos.  9  and  10)  published  with  the  attribution  to 
Cellini  fifty  years  ago  as  belonging  to  an  American 
private  collection.37 
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7 1.  and  12.  Guglielmo  della  Porta. 
Christ  bearing  the  Cross,  bronze. 
Galleria  Estcnse,  Modaia. 

The  figures  of  Christ  in  the  Flagellations,  in  particular 
that  of  No.  8,  brings  to  mind  a  famous  bronze,  always 
attributed  to  Jacopo  Sansovino  -  Christ  bearing  the 
Cross  in  the  Galleria  Estense  in  Modena  (Nos.  1 1  and 
12).38  Its  complicated,  forced  movement,  its  modelling 
in  which  smooth,  almost  slick,  passages  alternate  with 
clusters  of  detail,  for  instance  near  the  knee  and  on  the 
torso,  its  face  and  hair,  its  clinging,  crinkly  drapery  do 
not  fit  into  Sansovino's  style,  while  they  are  easily 
reconciled  with  that  of  Guglielmo  della  Porta.  Such  a 
translation  of  Michelangelo's  Christ  in  S.  Maria  Sopra 
Minerva  into  a  mannered  style  outdistances  any  such 
developments  in  the  art  of  Sansovino  or  that  of  any 
other  contemporary  Venetian. 

This  re-attribution  is  supported  by  the  bronze  and 
silver  Crucifixes  which  issued  from  Guglielmo' s 
workshop.  Documents  tell  that  any  number  of  them 
were  produced,39  and  there  are  any  number  still 


extant.  The  problem  presented  by  them  can  be  touch-  1 
ed  here  only  briefly.  They  can  be  identified  in  a  type  of 
Crucifix  which  must  have  quickly  become  standard 
and  of  which  specimens  are  found  throughout  Italy, 
executed  by  many,  often  later  hands  till  beyond  1600. 
Two  of  the  best  known  are  by  Bastiano  Torrigiani,40  j 
the  bronze  founder  who  worked  much  with  and  for  , 
Guglielmo  della  Porta.  Others,  as  the  one  in  a  private  ; 
collection,  here  reproduced  (Nos.  13  and  14),  are 
equally  good  and  could  also  come  from  the  immediate 
entourage  of  Porta.41  Their  similarity  to  the  Clirist  in  i 
Modena  is  striking.  Such  works  are  no  longer  'in  the 
wake'  of  Guglielmo  della  Porta  but  close  to  the  artist 
himself.  In  the  same  category  might  belong  a  pax  with 
the  Risen  Christ  appearing  to  the  Disciples,  which  is 
known  in  two  splendid  specimens  both  in  silver,  in  the 
Pitti  Palace42  and  in  the  Metropolitan  Museum  in  1 
New  York  (No.  T5).43  Its  base  shows  the fleur-de-lys  of 
the  coat  of  arms  of  the  Farnesc.  Its  framework  appears 
on  a  sheet  of  the  Dusseldorf  sketchbooks.44 

It  is  hoped  that  this  discussion  will  call  forth  further 
additions.4'' 
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13.  and  14.  Guclielmo  della  Porta. 

Crucifix,  bronze,  Florence. 

Private  Collection. 


15.  circle  of 
Guclielmo 
della  Porta. 
The  risen  Christ 
among  the  Apostles, 
pax,  silver. 
The  Metropolitan 
Museum  of  Art, 
New  York. 
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1 .  W.  Gramberg  in  Thieme-Becker,  xxvn,  1933,  pp.  282-3. 
W.  Gramberg,  'Die  Diisseldorfcr  Skizzcnbiichcr  des 
Guglielmo  della  Porta',  Berlin,  1964.  U.  Middeldorf, 
Burlington  Magazine,  cxvin,  1976,  1576". 

2.  Thieme-Becker,  xxxn,  1938,  p.  445.  The  information 
was  supplied  by  Fr.  Noack,  as  Dr.  Jennifer  Montagu 
kindly  has  told  me.  Cesare  Targone  is  not  mentioned  in 
J.  A.  F.  Orbaan's  'Virtuosi  al  Pantheon',  Repertorium fur 
Kunstwissenschaft,  xxxvn,  1915,  pp.  17  fT. 

3.  G.  Baglione,  'Le  vite  de'  pittori . . .',  Rome,  1642,  p.  329. 

4.  D.  Heikamp,  Zeitschrift  fur  Kunsrgeschichte,  xxvi,  1963, 
pp.  221,  247,  265,  figs.  30-42. 

5.  A.  Bertolotti,  'Artisti  Veneti  in  Roma',  Venice,  1884,  p.  27. 
At  the  last  moment,  before  going  to  press,  I  have  found  a 
Cesare  Targione,  who  around  1 573  sold  ancient  coins  to 
Alfonso  iv  of  Ferrara  (G.  Campori,  'Enea  Vico  e  l'antico 
museo  Estense  delle  mcdaglie',  Modena,  1873,  p.  10; 
offprint  of 'Atti  e  Memorie  della  R.  Deputazione  di  storia 
patria  per  le  provincie  modenesi  e  parmensi',  vn). 

6.  In  the  gold  reliefs  in  Florence  his  hand  cannot  be 
distinguished  from  those  of  the  other  assistants. 
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~.  See  note  i. 

S.  U.  Middeldorf,  Burlington  Magazine,  cxvm,  1976, 
pp.  500  ft. 

9.  The  decoration  of  the  transept  of  S.  Giovanni  in  Laterano 
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C.  W.  Kirwin,  Storia  dell' Arte,  No.  21, 1974,  p.  120,  fig.  1. 
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1763,  pp.  213  f.)  I  owe  the  photographs  which  suggest 
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15.  Baglione,  p.  76.  A  silver  relief  of  the  Last  Supper  by 
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1940,  p.  97). 
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24.  E.  Verheyen,  'The  University  of  Michigan  Museum  of 
Art',  Bulletin  rv,  1969,  p.  8,  no.  6. 

25.  Also  Giovan  Battista  della  Porta  was  known  as  Cavaliere 
or  eques. 

26.  Gramberg,  'Skizzenbiicher',  no.  44,  74  ff,  96, 152. 

27.  A.  Venturi,  'Storia  dell'Arte  Italiana',  Vol.  x,  part  n, 
Milan  1936,  figs.  166,  167. 

28.  M.  Gibellino  Krasceninnicova,  'Guglielmo  della  Porta', 
Rome,  1944,  pi.  xxxvn. 

29.  On  the  theft  see  the  documents  published  by  A.  Bertolotti, 
in  Archivio  storico  iombardo,  n,  1875,  p.  295,  in  'Artisti 
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1886,  160  ff.  W.  Gramberg,  Jahrbuch  der  Hamburger 
Kunstsamnilungen,  v,  i960,  35  ff. 

30.  See  note  1. 

31.  E.  F.  Bange,  'Die  Bildwerke  in  Bronze'  ('Die  Bildwerke 
des  Deutschen  Museums'),  Berlin  and  Leipzig,  1923,  p.  57, 
n.  1 863  ;  W.  Gramberg,  in  'Festschrift  fur  Erich  Meyer', 
Hamburg  1959,  p.  162  f,  fig.  4.  The  same,  'Skizzenbiicher', 
(see  note  1)  p.  55.  M.  Gibellino  Krasceninnicova,  op.  cit., 

P-  57- 

32.  Silver,  19  X  13  cm.  in  a  German  ivory  inlaid  frame  of  the 
period.  The  Berlin  specimen  measures  18.4  X  12.5  cm. 

33.  See  Gramberg,  'Skizzenbiicher',  no.  109. 

34.  Carrand  752,  silver,  9.5  cm.  high.  The  figure  is  tied  to  a 
gilt  column. 

35.  Silver,  7.7  X  6.5  cm.  I.  Weber,  'Deutsche,  niederlandische 
und  franzosische  Renaissanceplaketten  1 500-1650', 
Munich,  1975.no.  528. 

36.  They  may  even  not  be  Italian.  An  Augsburg  bronze  cast 
of  the  golden  Virgin  mourning  over  the  dead  C/irisf  has  come 
to  my  attention  and  will  be  published  in  a  forthcoming 
review  of  I.  Weber's  book  in  the  Art  Bulletin. 

37.  E.  A.  Weil,  Antiquarian,  March,  1928,  p.  50  ff. 

38.  L.  Planiscig,  'Die  Estensische  Kunstsammlung',  Vienna, 
1919,  no.  191.  'Italian  Bronze  Statuettes',  exhibition, 
London,  Amsterdam,  Florence  1961  ji.  English  Catalogue 
no.  138,  Dutch  Catalogue  no.  137,  Italian  Catalogue 

no.  135.  L.  Planiscig,  'Venezianische  Bildhauer  der 
Renaissance',  Vienna,  1921,  p.  376  fig.  394.  The  other 
bronzes,  often  associated  with  it,  are  different. 

39.  In  an  inventory  of  his  estate  drawn  up  in  1 578  are 
mentioned :  'una  cassa  con  1 8  crocefissi  di  metallo  con  li 
gessi  (getti)  attacati  non  finiti'  and  'un  Cristo  di  metallo 
di  due  palme  con  il  gesso  attacato'  (A.  Bertolotti,  'Artisti 
lombardi  a  Roma',  Milan,  1881, 1,  p.  142.  The  Crucifix 
by  Antonio  Gentile  in  the  treasure  of  St.  Peter's  is 
comparable,  but  not  the  same  type. 

40.  'II  Tempio  di  San  Giacomo  Maggiore  in  Bologna', 
Bologna,  1967,  p.  197  f;  figs.  268,  271,  272. 

4 1 .  Almost  the  best  seems  to  be  a  specimen  in  silver  published 
by  Gaetano  Guasti,  'Del  Crocifisso  d'argento  attribuito  a 
Benvenuto  Cellini  e  posseduto  dai  Conti  Godi  di  Parma', 
Florence,  1893. 

42.  E.  Plon,  'Benvenuto  Cellini',  Paris,  1883,  p.  313,  pi.  ld. 
K.  Piacenti,  'II  Museo  degli  argenti',  Florence,  1967, 

p.  175,  note  820.  A.  Morassi,  'Art  treasures  of  the  Medici', 
London,  1969,  p.  17,  pi.  43. 

43.  I  owe  the  knowledge  of  the  piece  and  the  photograph  to 
Professor  Olga  Raggio,  to  whom  I  also  owe  thanks  for  the 
photographs  of  Nos.  10  and  11. 

44.  W.  Gramberg,  'Skizzenbiicher',  no.  104. 

45 .  Loosely  related  are,  for  instance  a  silver  pax  of  a 
Lamentation  of  Christ  in  an  ebony  frame  in  the  Museo 
Civico  in  Bologna  ('Guida  del  Museo  Civico  di  Bologna', 
Bologna  1887,  p.  64c;  P.  P.  Ducati,  'Guida  del  Museo 
Civico  di  Bologna',  Bologna,  1923,  p.  192).  Two 
plaquettes  in  Berlin  (E.  F.  Bange,  'Die  italienischen 
Bronzen  . . .'  n.  'Reliefs  und  Plaketten'  (Staadiche  Museen 
zu  Berlin)  Berlin  and  Leipzig,  1922,  no.  48  and  51). 

No.  48  is  quoted  by  Gramberg,  'Skizzenbiicher',  no.  1 1 ; 
No.  51  resembles  the  drawings  of  the  Lamentation ;  the 
composition  seems  to  have  passed  however,  through 
an  engraving  by  Battista  Angelo  del  Moro.  Guglielmo 
della  Porta's  influence  on  Venice  needs  study. 
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Reynolds'  Portraits 
of  the  Stanley  Family 

David  Mannings 

At  a  time  when  series  of  family  portraits  are  more  often  than  not  being  broken  up,  sold 
and  dispersed,  particular  interest  attaches  to  a  complete  set  like  Sir  Joshua  Reynolds'  Kit-Cat 
portraits  of  four  members  of  the  Stanley  family,  still  in  the  possession  of  a  descendant  of 
the  sitters.  Although  they  were  for  a  while  on  loan  to  Southampton  Art  Gallery  and  were 
exhibited  at  Winchester  in  1955,  they  have  never  been  the  subject  of  the  discussion  they 
deserve.1  This  is  surprising,  for  they  raise  at  least  one  interesting  question :  why  should 
Reynolds,  just  back  from  Italy  with  his  head  full  of  Italian  art,  have  been  so  engrossed  in 
Vaii  Dyck? 

Mrs.  Sarah  Stanley,  daughter  of  Sir  Hans 
Sloane,  married  George  Stanley  in  17 19,  and 
her  first  child  seems  to  have  been  her  daughter, 
Elizabeth,  born  c.  1720,  and  mentioned  by  James 
Thomson  in  'The  Seasons'  (Summer  564-84)  as  taken 
by  'the  wintry  blast  of  death'.  This  happened  in  1738 
when  she  was  eighteen.2  The  dates  of  birth  of  the  three 
other  children  are  not  exactly  known  either:  Hans,  her 
only  son,  must  have  been  born  c.  1721,  Anne  c.  1725, 
and  Sarah  c.  1726. 

Hans  Stanley  entered  Parliament  as  a  member  for  St. 
Albans  in  his  early  twenties,  but  after  1747  he  travelled 
abroad  and  hesitated  between  a  Parliamentary  and  a 
diplomatic  career.  In  1751  Garrick  met  him  in  Paris  in 
the  circle  of  the  British  Ambassador,  Lord  Albemarle,3 
and  in  1754  he  became  a  Member  of  Parliament  in  the 
Whig4  interest  for  Southampton,  a  seat  he  held  until 
his  death.  This  was  by  suicide  in  1780,  and  caused  a 
shock  of  horror  winch  is  reflected  in  Horace  Walpole's 
letter  to  Lady  Ossory  dated  17  January,  just  four  days 
later.5  A  man  of  recognised  abilities,  Stanley  was  praised 
by  Lady  Hervey,  who  knew  him  well,  as  'the  truest, 
the  warmest,  and  most  zealous  friend  imaginable'.6  Yet 
his  awkward  manner  sometimes  aroused  suspicions. 
Walpole  warned  Sir  Horace  Mann:  'Mr.  Stanley, 
who  has  negotiated  so  much  at  Paris,  where  he  is  in  the 
highest  vogue,  has  desired  me  to  give  him  a  letter  to 
you,  as  he  is  going  to  Italy  for  the  summer.  I  am  very 
well  acquainted  with  him,  but  have  no  friendship ;  yet 
I  should  wish  you  to  be  particularly  attentive  to  him, 
and  for  your  own  sake.  He  has  very  good  parts,  much 
knowledge  and  good  breeding,  but  Ins  manner  is  not 
agreeable.  I  only  warn  you  to  be  upon  your  guard: 
don't  talk  of  me  more  than  is  necessary,  nor  of  politics 
more  than  you  can  help.  In  these  distractions,  I  do  not 
know  which  way  he  particularly  leans;  and  you  had 
better  seem  willing  to  be  informed  by  him,  than 
already  instructed'.7 
Hans  Stanley,  1755,93  X  72  cm.  Private  Collection. 
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Colour. 

Sir  Joshua  Reynolds. 
Anne  Stanley ,  later  Lady  Mendip, 
93  x  72-4  cm- 
Private  Collection. 

Right. 

2.  Sir  Anthony  Van  Dyck. 
Jean  Snellinx,  etching, 
22.5  X  14.5  cin- 
The  British  Museum. 


Reynold's  portrait  of  him  (No.  1)  is  signed  and 
dated  JR  1755 ',  and  was  therefore  painted  soon  after 
Stanley's  election  as  the  Member  for  Southampton.  In 
his  notes  on  Reynolds's  Sitter  Book  for  1755,  Water- 
house  suggested  that  the  set  was  begun  in  1754,  and 
completed  in  1755. 8  This  seems  very  likely,  tor  in 
April  and  May  1755  we  find  four  sittings  recorded  for 
'Miss  Stanley'  (presumably  the  elder  sister,  Anne)  and 
one  for  'Miss  S.  Stanley'9  (that  is,  Sarah),  while  two 
sittings  are  recorded  for  their  mother,  and  the  portrait 
of  Hans  is  perhaps  referred  to  in  May  in  a  way  which 
could  imply  that  it  was  by  then  finished  and  ready  to 
send.10 

It  is  the  most  sombre  and  monochromatic  of  the 
group,  but  although  the  chiaroscuro  appears  rather 
forced  in  reproduction,  the  face  is  actually  modelled 
with  gently  graded  tones,  and  the  sitter's  curly  brown 
hair  can  be  seen  swept  back  from  his  forehead  and  pro- 
truding above  his  ears  against  the  greenish-brown 
background.  The  very  dark  blue  costume  is  painted  in 
long,  sweeping,  thinly-loaded  brushstrokes,  in  contrast 
to  the  handling  of  the  face  which  is  more  densely 
worked.  The  source  for  this  pose  is  complex.  The 
placing  of  the  hand  is  common  to  several  of  Kneller's 
Kit-Cats,  but  the  twist  of  the  head  is  more  violent  than 
any  of  them,  and  the  whole  composition  seems  to  have 
been  taken  directly  from  the  portrait  in  Van  Dyck's 
'Iconography'  of  the  painter  Jean  Snellinx  (No.  2),  a 
connection  which  is  strengthened  by  the  similarities  in 
the  costume,  especially  the  collar  and  cuffs.  No  fewer 
than  five  editions  of  the  'Iconography'  were  published 
in  the  Low  Counties  between  1722  and  1732  and  it 
seems  highly  unlikely  that  Reynolds  would  not  have 
known  the  print  in  question. 1 1  In  fact  he  had  already 
borrowed  almost  verbatim  from  the  'Iconography' 
for  his  three-quarter  length  of  the  third  Duke  of 
Devonshire  at  Chatsworth,  painted  just  a  year  or  two 
earlier,  and  based  rather  unimaginatively  on  the  print 
of  Pierre  Symen. 

Hans  Stanley's  mother  was  eldest  daughter  of  Sir 
Hans  Sloanc.  Her  portrait  by  Reynolds  (No.  3)  relies 
for  its  composition  on  the  basic  pattern  of  Kneller's 
Sir  Richard  Steele  (National  Portrait  Gallery),  itself  a 


3.  Sir  Joshua  Reynolds. 
Mrs.  Sarah  Stanley, 
93-5  X  73.7  cm. 
Private  Collection. 
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4.  Sir  Joshua  Reynolds. 
Sarah  Stanley,  later  Mrs.  D'Oyley, 
93  3  X  72.4  cm. 
Private  Collection. 


variation  on  a  traditional  design  which  goes  back  at 
least  to  Ghceraerts.  No  signature  or  date  is  visible 
under  the  spotty  varnish  which  obscures  what  must 
originally  have  been  a  quiet  colour-scheme  in  keeping 
with  the  dignified  pose:  her  pale  blue  eyes  and  grey 
hair  set  off  by  a  light  blue  wrapping  gown:  hardly  the 
height  of  fashion,  but  it  is  not  uncommon  in  this  period 
to  find  older  women  keeping  to  the  styles  of  their 
youth.  Her  dress  is,  therefore,  a  little  out  of  date,  but 
her  daughters  arc  entirely  fancifully  dressed,  wearing, 
like  their  brother,  what  is  supposed  to  be  seventeenth- 
century  costume.  Their  portraits  are  the  most  decora- 
tive and  colourful  of  the  set. 

Anne  Stanley's  dress  is  of  pink  and  blue  silk  with 
white  lace  trimmings,  and  she  wears  pink  ribbons  on 
her  hat  (colour).  The  simple  composition  is  enlivened 
by  the  single  movement  of  her  right  hand  to  the  string 
of  pearls  across  her  breast.  This  motif  is  found  occa- 
sionally in  sixteenth-century  British  portraiture.  An 
example  which  Reynolds  might  have  seen  is  the  little 
portrait  of  Lady  Anne  Pope  in  Lord  North's  collection 
then  at  Wroxton,  a  collection  which  Vertue  had 


visited  in  1741;  (Reynolds  painted  Lord  and  Lady 
North  in  1757).  It  is  a  motif  that  was  taken  up  by  Van 
Dyck,  and  occurs  in  the  'Iconography'.12 

But  while  the  composition  is  a  subtle  variation  dh 
sixteenth  and  early  seventeenth-century  themes,  Anne 
Stanley's  costume  is  unmistakably  of  the  mid- 
eighteenth,  being  one  of  those  familiar  concoctions 
based  on  Rubens'  Susanna  Foiirnwnt  which  appear  in 
innumerable  portraits  from  about  1730  onwards,  and 
which  Reynolds  himself  refers  to  in  the  'Seventh 
Discourse'  (1776)  as  a  past  fashion:  'We  all  very  well 
remember  how  common  it  was  a  few  years  ago  .  .  .'. 
However,  comparison  with  an  example  almost  cer- 
tainly well  known  to  Reynolds,  Hudson's  three- 
quarter  length  ot  Lady  Catherine  Parker  at  Saltram, 
shows  that  Anne  Stanley's  dress  is  less  obviously 
theatrical,  and  much  closer  to  contemporary  fashion, 
with  its  pretty  winged  cuffs  and  furbelowed  robings, 
and  the  ribbon  gathering  the  sleeve  at  her  elbow. 13 

Her  sister  Sarah's  black  dress  is,  by  contrast,  unusu- 
ally accurate  (No.  4)  and  may  be  compared  wTith  a 
number  of  Van  Dyck  s  portraits  around  1630.  The 
criss-cross  arrangement  of  pearls  across  the  pink 
stomacher  and  the  pink  silk  rose  breast-knot  are  con- 
temporary features,  but  the  rest  seems  fairly  authentic. 
The  frontal  pose,  and  the  arrangement  of  the  hands 
with  the  pink  plume  are,  like  her  sister's  costume, 
clearlv  derived  from  Rubens'  Susanna  Fournient,  but 
the  whole  effect  is  more  austere,  and  the  pose  more 
static  than  Rubens,  closer  to  a  portrait  like  Highmore's 
Lady  in  Blue  at  Dulwich.  The  pose  is  another  traditional 
one,  common  in  sixteenth-century  British  painting  (it 
derives  ultimately  from  Holbein's  Anne  of  Cleves),  and 
provided  the  starting-point  for  some  of  Van  Dyck's 
finest  female  portraits,  like  the  halt-length  of  Anne, 
Countess  of  Bedford,  now  in  Los  Angeles  (Norton  Simon 
Foundation)  and  the  Lady  with  a  Rose,  in  the  Isabella 
Stewart  Gardner  Museum  in  Boston. 1 4 

All  these  pictures  combine  a  simple  but  effective 
treatment  of  facial  features,  avoiding  any  temptation 
to  work  up  the  modelling  of  the  eyelids,  nostrils,  lips 
and  so  on,  with  a  loose  painterly  handling  of  the 
draper)r.  The  result  is  that  compulsive  sense  of  the 
unity  of  the  picture  which  is  one  of  Reynold's  most 
striking  contributions  to  portraiture  after  the  mid- 
century,  and  which  gives  his  work  such  immediate 
impact.  'Every  man  that  can  paint  at  all',  he  wrote  on 
one  occasion,15  'can  execute  individual  parts;  but  to 
keep  those  parts  in  due  subordination  as  relative  to  a 
whole,  requires  a  comprehensive  view  of  the  art,  that 
more  strongly  implies  genius,  than  perhaps  any  other 
quality  whatever'. 

It  may  be  objected  that  Reynolds  was  not  really  so 
un-Italian  in  selecting  these  sources.  The  Kit  Cat  as  a 
format  has  been  traced  back  to  Raphael  and  Titian,16 
and  of  all  Reynolds's  predecessors  Van  Dyck  was  the 
most  thoroughly  Italianate  portraitist  to  work  in  this 
country,  far  more  so  than  Lely  or  Kncller.  This  is  true, 
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but  Reynolds  has  drawn  on  the  least  Italianate  aspects 
of  Van  Dyck.  These  poses  have  no  obvious  Italian 
roots.  For  instance,  the  gesture  of  Anne  Stanley's  hand 
to  the  pearls  at  her  breast  should  not  be  contused  with 
the  symbolic  hand-to-heart  gesture  which  is  found 
occasionally  in  Italian  portraiture,  and  which  usually 
has  some  not  very  clear  romantic  or  erotic  significance. 
It  is  less  formal,  more  genre-like  and  indeed  more 
natural.  And  in  this  intimate  and  decorative  form  it 
was  adopted  into  British  painting  very  early;  by  the 
time  Reynolds  used  it,  it  was  an  essentially  home- 
grown motif. 

If  I  am  right  about  this,  then  some  of  the  most 
deeply  entrenched  ideas  about  eighteenth-century 
British  painting  may  be  due  for  a  little  revision.  It  has 
long  been  the  conventional  view  that  Reynolds' 
primary  aim  was  to  raise  the  standards  of  British  port- 
raiture by  drawing  on  what  he  learnt  in  Italy  of  the 
High  Renaissance  and  of  Bolognese  classicism.  This  is 
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the  view  that  Sir  foshua  was  himself  eager  to  propa- 
gate in  his  'Discourses'.  But  the  more  one  analyses  the 
pictures  he  actually  painted  before  ami  after  -  especi- 
ally immediately  after  -  his  Italian  journey,  the  less 
certain  one  feels  about  it. 

The  truth  of  the  matter  is  that  by  the  time  Reynolds 
went  to  Italy  he  was  already  in  possession  of  a  quite 
fully  evolved  portrait  style,  one  which  would  be  en- 
riched and  extended  in  the  light  of  what  he  saw  in 
Italy  but  not  fundamentally  altered.  Back  from  his 
travels  he  was  able  to  dominate  the  upper  layers  of 
patronage  not  because  he  supplied  anything  particu- 
larly novel  -  painters  like  Amigoni,  Hogarth,  Mcrcicr 
and  Ramsay  had  offered  novelties  of  one  sort  or 
another  and  had  been  rejected  in  varying  degrees  by 
this  class  of  patron  -  but  because  he  was  able  to  supply 
portraits  like  the  Stanley  portraits,  which  could  be, 
and  sometimes  actually  were  hung  alongside  Van 
Dycks  without  looking  absurd. 
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of  the  Bishop  of  Meath,  and  they  lived  in  Pope's  villa  at 
Twickenham,  which  Ellis  had  inherited  through  his  first 
wife.  Gainsborough  painted  them  both:  Ellis  in  1763  and 
Anne  c.  1787.  At  the  age  of  eighty  Ellis  was  raised  to  the 
Peerage  as  Baron  Mendip  of  Mendip,  Somerset.  He  died 
in  1802  and  his  widow  survived  him  less  than  two  years; 
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judge  from  Gainsborough's  portrait,  and  from  a  jocular 
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Astley  Hall's  Shovelboard  table 


Cyndy  Manton 


No  really  detailed  study  has  before  been  conducted  on  the  subject  of  Astley  Hall's  shovelboard  table, 
which  is  somewhat  surprising  considering  its  importance  as  a  rare  piece  of  furniture  and  the  insight 
it  offers  into  life  at  the  time  of  its  construction.  A  close  examination  of  the  table  and  reference  to 
the  inventories  of  Astley  Hall  reveal  some  very  interesting  information  concerning  the  table 
and  its  background -as  well  as  raising  several  intriguing  questions. 
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Many  different  names  existed  for  the  game 
of  shovelboard.  The  earliest  sixteenth- 
century  group  incorporated  the  word  'groat'  as 
in  'shovelgroat'  or  'slidcgroat'.  A  little  later  came 
'slidcthrift'  and  'slideboard',  and  finally  variants 
on  'shuffleboard'  and  'shovelboard'.  The  names 
containing  the  element  'shuffle'  may  come  from 
the  way  the  counters  used  in  the  game  jostled  one 
another,  while  those  beginning  with  'shovel' 
were  derived  from  the  slightly  concave  or 
shovelshaped  cross-section  of  the  early  boards  to 
prevent  coins  flying  off  the  edges. 

The  number  of  players  varied,  but  seldom 
exceeded  four  or  six.  If  only  two  people  were 
competing,  the  points  making  up  the  game 
would  be  fixed  at  eleven,  but  with  more  players 
the  maximum  score  would  be  increased.  The  top 
of  the  table  was  usually  marked  off  across  its 
width  by  two  lines,  one  about  four  inches  from 


the  end  and  the  other  about  four  feet  further  up 
the  tabic.  Meanwhile  the  players  standing  at  the 
opposite,  or  'shove'  end  of  the  table  would  each 
have  four  weights  or  coins  which  they  would 
take  turns  to  'shove'  down  the  board  by  placing 
them  on  the  extreme  edge  of  the  table  and  giving 
them  a  sharp  blow  with  the  palm  of  the  hand. 

The  weight  had  to  cross  the  first  line  to  be 
counted;  if  it  landed  between  the  two  lines  the 
player  scored  one  point.  If  it  went  over  the  four 
inch  line  without  dropping  into  the  'swallowing 
dish'  hooked  onto  the  end  of  the  table  to  catch 
overplayed  weights,  the  player  scored  two  points. 
The  Astley  Hall  example  is  more  sophisticated  in 
having  four  lines  across  it,  but  the  essential 
principles  would  have  been  similar. 

The  skill  needed  to  control  the  destination  of 
the  weights  over  the  twenty-three  and  a  half  feet 
of  the   table   must   have   been  considerable. 


i.  Astley  Hall,  Chorlcy,  Lancashire. 
The  Long  Gallery  containing  the 
shovelboard  table  extends  across  the  width 
of  the  house  on  the  top  floor. 

Perhaps  even  more  exacting  were  the  demands 
made  by  the  thirty  and  thirty-one  feet 
tables  at  Littlecote,  Wiltshire,  and  Chartley  Hall, 
Staffordshire.  Two  of  the  weights  used  on  the 
Astley  Hall  table  may  be  seen  in  a  glass  case  on 
the  wall  of  the  Long  Gallery.  They  are  base  metal 
discs  measuring  about  one  and  a  half  inches  in 
diameter  and  a  third  of  an  inch  in  thickness,  and 
their  surfaces  are  hollowed  out  to  reduce  friction 
with  the  tabletop  and  make  them  go  true. 

Special  counters  like  these  were,  however,  a 
later  development.  At  first,  groats  were  used  and 
later  the  broad  shillings  of  Edward  vi's  reign, 
which  were  ideal  in  size  and  weight.  The  fact  that 
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Edward  came  young  to  the  throne  .supposedly 
increased  their  suitability,  since  the  image 
stamped  on  them  was  clean-shaven  and  thus  ot  a 
very  smooth  texture.  This  apparent  fanaticism 
may  be  hard  to  appreciate,  but  from  all  accounts 
the  game  was  a  thoroughly  compulsive  one,  and 
to  an  enthusiast  such  detail  would  have  been  vital. 
Indeed,  so  popular  did  the  game  become  during 
Henry  vin's  reign  that  despite  the  King's  own 
partiality  to  the  pastime  (according  to  the  Tudor 
historian  Nicholas  he  would  often  play  on  the 
table  at  Hampton  Court)  it  was  outlawed  as  a 
public  nuisance  in  1 542.  Restrictions  were  short- 
lived, however,  and  the  game  continued  largely 
unabated  through  the  sixteenth  and  seventeenth 
centuries.  Most  great  houses  contained  a  shovel- 
board  table  and  Ludlow  Castle  even  had  a  pur- 
pose-built 'Shovell-Board  Room'. 

Though  it  persisted  up  to  about  1850  in  pubs 
and  taverns,  (the  shovelboard  from  Oxmead  Hall 
actually  found  its  way  into  the  Black  Lion  Inn  at 
Buxton)  and  continues  to  survive  on  a  small  scale 
as  shove  ha'penny,  changing  fashions  were 
gradually  making  shovelboard  unacceptable  as  a 
polite  diversion.  The  focus  of  the  large  house  had 
shifted  from  the  great  hall  and  long  gallery  to  the 
drawing  room  and  card  table.  The  Victorian 
writer  Strutt  remarked  that  the  game  may  have 
been  all  very  well  for  the  Elizabethans,  and  as 
such  was  of  antiquarian  interest ;  but  as  far  as  his 
own  generation  was  concerned,  the  pursuit  was 
unrefined  and  anyway  'lacked  sufficient  variety 
to  render  it  very  attractive'. 1 

The  Astley  Hall  shovelboard  table  is  an  enor- 
mous, solid  oak  piece  measuring  three  feet  one 
inch  in  height,  three  feet  two  and  a  half  inches  in 
width,  and  an  impressive  twenty-three  and  a  half 
feet  in  length.  A  comment  of  Dr.  Robert  Plott 
writing  in  1686  gives  some  indication  of  the 
table's  great  worth :  'The  length  of  these  tables  if 
they  be  perfectly  smooth  and  level  adds  to  their 
value  in  proportion  to  its  increase',2  for  although 
a  few  shovelboards  were  as  much  as  eight  feet 
longer  than  this  specimen,  most  others  measured 
only  half  or  two  thirds  as  much  (No.  2). 

The  table  has  twenty  crudely  turned  columnar 
legs  standing  on  short  stretcher  bearers  which  are 
let  into  a  long  central  stretcher  extending  the 
whole  length  of  the  table.  The  stretcher  bearers 
are  secured  by  pegged  mortice  and  tenon  joints, 
and  their  mouldings  thoughtfully,  if  somewhat 
primitively,  mitred  to  those  of  the  central 
stretcher  at  each  point  of  intersection.  The  table- 
top  is  supported  by  ten  crosspieces  running  across 
the  table's  width  between  each  pair  of  legs  to 
which  they  are  attached  by  mortice  and  tenon 
joints. 

Between  the  tops  of  the  legs  along  the  front  of 
the  table  are  fastened  nine  pierced  panels  alternat- 
ing with  ten  small  decorative  devices  fixed  at  the 
head  of  each  leg.  Along  the  back  of  the  table  are 
narrower  carved  panels  depicting  trailing  vines, 
which  double  up  on  each  end  of  the  table  to  give 
a  frieze  of  a  depth  corresponding  to  the  elaborate 
panels  of  the  front.  The  decorative  effect  of  all 
these  embellishments  is  one  of  the  features  res- 
ponsible for  this  table's  reputation  as  'the  finest 
specimen  in  existence'.3 

In  order  to  provide  a  suitably  even,  polished, 
playing  surface,  the  constructional  top  of  the 
table,  of  rough  oak  boards,  is  covered  by  a  layer 
of  parquetry.  This  is  made  up  of  parallelogram- 
shaped  blocks  each  measuring  twelve  inches  by 
three  inches  and  whose  general  effect  is  of  an 
overall  herringbone  pattern.  These  blocks  are  of 
riven  oak,  split  exactly  on  the  medullary  ray, 
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which  not  only  gives  their  surface  its  beautiful 
figured  or  'splashed'  effect,  but  also  serves  a 
practical  purpose.  Oak  split  radially  by  this 
method  is  less  liable  to  warp  than  tangent  cut 
boards,  thus  the  surface  would  be  exceptionally 
true.  Even  now,  nearly  four  hundred  years  later, 
this  bed  of  parquetry  is  only  slightly  distorted. 

The  care  which  must  have  gone  into  assem- 
bling this  intricate  surface  is  another  mark  of  the 
table's  quality,  as  becomes  clear  when  it  is  com- 
pared, for  example,  with  that  much  more 
ordinary  specimen  originally  from  Oxmead  Hall, 
Norfolk,  and  now  in  Norwich  Castle  Museum. 
It  measures  only  sixteen  and  a  half  feet  in  length 
and  is  quite  plain  -  and  its  top  consists  simply  of 
thick  oak  boards  whose  inevitable  shrinkage  has 
produced  an  uneven  and  unpredictable  surface. 

Despite  the  Astley  shovclboard's  early  con- 
structional details,  Christopher  Hussey,4  writing 
in  1922,  concluded  from  its  remarkable  size  that 
the  piece  could  only  have  been  assembled  in  its 
present  position.  Accordingly  he  assigned  to  it  a 
post- 1 666  date,  this  being  the  year  when  the 
Long  Gallery  was  added.4  Admittedly  large 
shovelboards  were  often  constructed  in  situ  (for 
practical  reasons)  and  John  Evelyn  wrote  of 
the  'shufHeboard'  being  'as  fixed  as  the  freehold'.5 

However,  looking  more  closely  at  the  condi- 
tion of  the  table,  it  becomes  clear  that  at  some 
time  the  parquetry  layer  has  been  taken  up  and 
the  table  divided  into  two.  The  joint  is  seven  and 
a  half  feet  from  the  swallowing-dish  end,  and  is 
clearly  visible  on  the  underside  of  the  top  and  in 
the  central  stretcher.  Its  existence  raises  several 
queries  about  the  table's  provenance  and  date. 

Since  all  the  legs  and  stretchers  appear  to  be 
original,  the  table  must  always  presumably  have 
been  of  its  present  size;  but  while  the  boards  to 
one  side  of  the  cut  are  relatively  smooth  and 
regular,  those  on  the  other  side  are  visibly 
rougher  and  less  carefully  prepared.  This  fact 
suggests  that  in  the  interval  between  the  division 
and  rejoining  of  the  two  parts  of  the  table,  one 
end  deteriorated  or  disappeared,  thus  necessitat- 
ing the  replacement  section  between  the  joint  and 
the  swallowing  dish.  This  theory  would  fit  a  sup- 
posed construction  date  of  about  1590  suggested 
by  the  style  and  structure  of  the  table,  and  if  this 
date  is  more-or-less  accurate,  the  shovelboard 
must  have  been  moved  into  the  Long  Gallery 
from  elsewhere  in  the  Hall,  or  perhaps  from 


another  house  in  the  district.  Conspicuously 
absent  from  the  inventory  of  161 6  drawn  up 
following  the  death  of  Robert  Charnock  of 
Astley,  the  table  could  only  have  appeared  in  the 
house  sometime  after  that  year.  It  may  have 
occupied  the  Great  Hall  downstairs  at  first,  as  at 
Hengrave  where  an  inventory  listed  a  shovel- 
board 'in  the  Hall',  or  at  Tart  Hall  where  one 
stood  in  the  'Greate  Roome'. 

Alternatively,  the  table  may  have  arrived  at 
Astley  Hall  after  1666.  Sir  Robert  ('one-eyed') 
Charnock,  the  last  male  descendant  of  the 
family,  died  in  1653,  and  the  house  passed  into 
the  Brooke  family  by  the  marriage  of  Robert's 
sister  Margaret  to  Richard  Brooke.  Immediately 
after  the  marriage  in  1666  Astley  Hall  was  said  to 
have  been  transformed  into  a  'lordly  pleasure- 
house'6  by  the  introduction  of  the  sumptuous 
carving  and  plasterwork  downstairs,  the  addition 
of  the  Long  Gallery,  and  quite  possibly  the 
acquisition  of  this  awesome  (albeit  sundered) 
shovelboard  table,  perhaps  by  then  already  some 
eighty  years  old. 

These  conjectures  apart,  the  cut  was  certainly 
used  much  more  recently.  Today  the  table  stands 
in  the  Long  Gallery,  and  an  1830  inventory  also 
details  the  table  amongst  this  gallery's  furnishings; 
but  the  1858  inventory  categorically  lists  it  as 
resident  in  the  Entrance  Hall.  This  location  is 
corroborated  by  a  contributor  to  the  'General 
Advertiser'  of  1867  who  describes  how  'the 
entrance  hall  contains  some  fine  samples  of  rich 
oaken  carving,  amongst  others  a  very  rare  speci- 
men of  a  long  shuffleboard  table,  coeval  with  the 
building  itself'.7 

Perhaps  wisely  the  writer  omits  to  specify 
precisely  which  stage  of  the  building  the  table 
was  coeval  with.  Considering  the  dimensions  of 
the  landings  between  the  Entrance  Hall  and  the 
Long  Gallery  it  is  quite  inconceivable  that  these 
shifts  in  position  could  have  been  achieved  with- 
out first  separating  the  table  into  two  parts. 

In  considering  the  table's  pierced  freize  it  is 
useful  to  bear  in  mind  firstly  that  the  panels  and 
leg  bosses  which  go  to  make  it  up  are  not  ap- 
parently original  to  the  table  itself,  and  secondly 
that  the  glaringly  modern  mouldings  nailed  in- 
trusively around  each  panel  to  form  its  frame  are 
certainly  not.  As  for  the  panels  themselves,  the 
technique  of  elaborate  piercing  rather  than  the 
more  substantial  lunette  or  arcaded  designs 
familiarly  found  on  early  oak  seems  somewhat 
incongruous  with  the  table's  massive  carcase  -  so 
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3.  Panel  9,  thefleur-de-lys  panel,  perhaps  referring  to  Charles  i's  French  marriage 


5.  Panel  8,  showing  two  dogs  meeting. 


6.  Panel  5,  the  'wodwos'  or  wild  man  of  the  woods. 


7.  Panel  I,  the  vase:  borrowed  from  (or  for)  the  staircase? 


'7/ 


8,  The  female  mandrake  taken  from  a 
fourteenth-century  illustrated  manuscript. 


9.  Fool  or  jester  boss. 


mu<  li  so  that  the  t\\  o  elements  of  decoration  and 
basic  structure  seem  to  be  the  products  ol  differ- 
ent period.  Moreover,  the  means  by  which  the 
sections  are  attached  to  the  table  tend  to  discredit 
them  as  part  of  the  original  scheme.  Instead  of 
being  firmly  tenoned  between  the  legs,  the  panels 
are  merely  pinned  into  place  in  a  rather  makeshift 
manner.  Each  leg  boss  is  also  superficially 
attached  to  the  surface  ot'  the  legs,  rather  than 
being  actually  worked  into  the  legs  themselves. 
The  vine  leaf  sections  on  the  ends  and  back  of  the 
table  are  clumsily  fastened  to  the  solid  wood 
which  forms  part  of  the  table's  frame.  Since  the 
panels  consist  of  obvious  openwork,  butting 
them  up  like  this  against  .1  plain  background  pro- 
duces a  strangely  contradictory  and  unsatis- 
factory effect. 

While  the  date  of  the  table  as  a  whole  must  be 
interred  from  its  construction,  the  date  of  the 
panels  is  hinted  at  by  some  of  their  subjects  as 
well  as  by  their  overall  style  and  composition. 
For  example,  the  sixth  panel,  counting  from  the 
shove  end,  shows  a  crown  supported  by  en- 
twined thistles  and  roses  -  perhaps  an  allusion  to 
the  accession  of  James  1  in  1603,  and  the  union  of 
Scotland  and  England.  Another  instance  is  the 
ninth  panel  showing  Tudor  roses,  thistles  and  a 
central  fleur-de-lys.  The  design  may  be  interpreted 
generally  as  a  symbol  of  Britain's  French  pos- 
sessions, or  more  specifically  as  an  emblem  of 
Charles  i's  marriage  to  Henrietta  Maria  of  France, 
in  which  case  the  panel  could  not  predate  1625 
(No.  3). 

One  of  the  most  interesting  panels  is  the  fourth, 
illustrating  the  legendary  mandrake  plant.  This 
had  several  magic  associations  and  its  roots  were 
said  to  have  powerful  aphrodisiac  properties.  If  a 
mandrake  were  uprooted  it  was  reputed  to 
scream  -  which  helps  explain  why  it  is  depicted 
incorporating  half  a  human  female.  The  panel 
harks  back  to  an  old-established  belief,  and  one 
which  probably  lingered  long  in  country 
districts;  yet  its  general  composition  seems  to 
venture  some  way  into  an  exploration  of  newer 
artistic  impulses  (Nos.  4  and  8). 

Gothic  ideas  are  again  mingled  with  cautious 
Renaissance  treatment  in  the  eighth  panel,  one  of 
the  most  animated  of  all,  depicting  two  dogs 
meeting.  Stiff"  and  wary  they  are  poised  at  that 
moment  of  uncertainty  between  hostility  and 
friendship.  In  an  attempt  to  integrate  the  various 
elements  of  the  design  the  carver  has  even  twined 
around  the  dogs'  bodies  which  acts  in  opposition 
to  the  life  of  the  animals.  It  is  evident  that  the 
experimental  Renaissance  aspects  have  not  yet 
been  fully  absorbed.  This  does  not  necessarily 
indicate  a  particularly  early  date,  but  simply  that 
the  rural  north  was  slower  than  London  in 
assimilating  the  latest  artistic  developments.  The 
panel  is  accompanied  by  bosses  showing  a  sprig 
of  comfrey  and  a  grotesque  face  which  recalls 
architectural  gargoyles.  His  deliberately  distorted 
expression  evokes  the  character  of  the  Tudor 
tumbler  (No.  5). 

One  of  the  most  striking  points  about  the 
panels  is  their  variable  quality.  They  range  from 
sprawling  agglomerations  as  in  the  second  panel 
where  the  central  feature  of  a  displayed  eagle  is 
smothered  in  muddled  vegetation,  to  well- 
balanced,  careful  compositions  as  in  the  fifth 
panel.  Here  the  subject  is  .111  ancient  one  especially 
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popular  amongst  the  early  carvers  of  misericords 
-  the  'wodwos'  or  'wild  man  of  the  woods', 
rather  than  the  monarch  the  heraldic  beasts 
Hanking  the  panel  may  at  first  suggest  (No.  6). 
Accounts  of  these  mysterious  and  dangerous 
creatures  probably  had  their  origins  in  Mediaeval 
times  when  isolated  settlements  could  be  attacked 
by  invaders.  Any  survivors  would  be  scattered 
through  the  forests  to  fare  as  best  they  could,  and 
travellers  catching  sight  of  these  unkempt,  often 
ferocious  fugitives  could  easily  have  imagined 
them  is  demented  'wild  men'.  The  face  has  the 
same  deep  set  eyes  as  those  occuring  in  a  very 
sensitive  portrayal  of  the  traditional  jester  or  fool 
in  the  boss  between  the  second  and  third  panels. 
He  is  clearly  recognisable  by  his  horned  cap, 
forked  beard  and  unnerving  expression  some- 
where between  sanity  and  madness.  Fools  were 
revered  for  the  special  insight  with  which  their 
madness  endowed  them,  and  here  the  carver  has 
captured  this  strange  combination  of  folly  and 
wisdom  with  surprising  penetration  (No.  9). 

One  other  way  to  approach  the  dating  of  the 
panels  is  via  the  oak  staircase  connecting  the 
Great  (or  Entrance)  Hall  with  the  first  floor,  for 
as  Hussey  remarked  the  panel  contains  a  minia- 
ture version  of  the  vase  which  appears  on  the 
staircase.  However,  the  scarcity  of  documentary 
evidence  makes  unravelling  the  story  of  the  stair- 
case as  problemmatic  as  that  of  the  table  itself. 
Although  definitely  there  by  1825,  it  is  uncertain 
exactly  when  it  was  added.  The  period  ot 
Brookes'  post-1666  embellishments  is  a  possi- 
bility, but  Cescinsky8  suggests  1788  when  the 
adjacent  stables  were  built.  Uncertain  also  is 
whether  it  was  actually  made  for  Astley  Hall,  or 
incorporated  intact  from  another  house.  Thus 
although  the  correlation  between  staircase  and 
panels  is  a  very  interesting  one,  it  remains  diffi- 
cult to  say  which  preceeded  and  perhaps  drew 
inspiration  from  the  other  (Nos.  7  and  10). 

Astley  Hall's  shovelboard  table  is  one  of,  if  not 
the  most,  important  of  any  such  table  now  in 
existence.  Intriguing  not  only  for  the  technicali- 
ties of  its  history  and  construction,  it  is  a  piece 
which  above  all  grips  the  imagination  and  evokes 
the  past  with  a  peculiar  intensity.  Despite  the 
uncertainties  which  pervade  its  tactual  back- 
ground there  remains  a  great  attraction  to  such  an 
extraordinary  piece  of  furniture  used  for  the 
pleasure  of  successive  generations. 
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Lazowski  and  Lowestoft  Porcelain 


Sheen  ah  Smith 


The  Norfolk  Museums  Service  has  recently  published  the  first  volume  of  a  catalogue  of  its 
collection  of  Lowestoft  porcelain  at  Norwich  Castle  Museum.1  This  volume  deals  with  the 
blue  and  white  wares  and  excavated  material  from  the  factory  site  and  also  sets  out  most  of 
what  is  known  of  the  history  of  the  factory.  Compared  with  many  of  its  contemporaries, 
the  Lowestoft  factory  has  left  little  in  the  way  of  documentary  material  for  the  ceramic 
historian.  For  example,  we  are  not  even  certain  of  the  start  and  finish  of  production  there. 
It  is  still  prudent  to  insert  circa  before  the  dates  1757  and  1801. 


No  account  books  or  sales  records  of  the 
Lowestoft  factory  arc  known  to  have  survived 
and  only  one  advertisement  for  its  wares  has  come  to 
light.  Searching  through  such  sources  as  manor  court 
books,  wills  and  insurance  policies  has  enlarged  our 
knowledge  of  the  factory  and  its  proprietors,  but  there 
are  still  many  unanswered  questions. 

An  important  source  could  be  the  comments  of 
visitors  to  the  factory,  but  until  recently  only  a  few 
brief  statements  were  known,  none  of  which  revealed 
much.  William  Youcll,  a  Yarmouth  clerk,  went  to 
Lowestoft  in  1775  and  recorded  in  his  diary  that  he  had 
visited  the  china  factory,  as  did  Thomas  Wale  in  1777. 
The  latter  stated  that  he  was  able  to  buy  porcelain 
direct  from  the  factory.  Another  writer,  Sylas  Neville, 
had  been  there  in  1772  and  was  not  very  impressed. 
Aged  thirty-one,  a  minor  Norfolk  squire  with  some- 
what controversial  ideas  on  the  arts,  he  dismissed  the 
china  as  'rather  ordinary'  and  mentioned  that  women 
were  employed  to  decorate  it.  The  latter  statement, 
although  not  incorrect,  is  misleading,  for  we  know 
the  names  of  several  men  who  were  employed  as 
painters  at  the  factory. 

In  view  of  the  inadequacy  of  contemporary  des- 
criptive accounts,  it  was  an  auspicious  moment  for  the 
student  of  Lowestoft  porcelain  when  Mrs.  Marian 
Bell  was  thoughtful  enough  to  realise  that  a  document 
in  her  possession  would  be  of  interest  to  Norwich 
Museum.  Unfortunately,  the  news  of  its  existence 
arrived  too  late  for  it  to  be  incorporated  in  the  text  of 
the  catalogue  and  it  had  to  appear  as  a  short  appendix. 
The  document  in  question  is  the  'Journal'  of  Maxi- 
milien  de  Lazowski,  secretary  to  the  Due  de  (La 
Rochefoucauld-)  Liancourt,  and  friend  of  Arthur 
Young,  the  eminent  Suffolk  agriculturist.  Young 
planned  Lazowski's  extensive  tours  of  the  British  Isles 
and  accompanied  him  on  the  1784  tour  of  Suffolk. 


Lazowski  wrote  that  the  factory  produced  china  for 
everyday  use  and  employed  ninety  to  a  hundred 
workers,  and  that  there  were  two  kilns  using  only 
coal  as  fuel.  He  noted  that  the  fire  was  kept  burning 
for  twenty-eight  hours  to  bake  the  china,  after  which 
it  was  left  in  the  kiln  for  three  days  to  cool  gradually. 
He  stated  that  skilled  workers  were  paid  fourteen 
shillings  a  week;  that  some  painters  earned  a  guinea  or 
a  guinea  and  a  half  and  that  young  workers  carrying 
out  minor  tasks  earned  seven  to  eight  shillings.  Con- 
cerning the  export  trade,  he  reported  that  about  halt 
the  output  of  the  factory  was  sent  to  Holland  and, 
from  there,  to  France  where  it  was  sold  as  'Porcelain 
des  Indes'.  Finally  he  commented  that  the  china  was 
very  cheap :  blue  and  white  cups  were  threepence  and 
those  with  a  gilt  border,  sixpence. 

Colour,  top  left  to  bottom  right. 
A.  Coffee  pot,  c.  1790.  Height:  27.9  cm. 
Painted  in  underglaze  blue  with  a 
Chinese  river  scene.  Not  marked. 

b.  Cream  jug,  c.  1 780-1 800.  Height:  9  cm. 
Painted  in  enamel  colours  with  a 
so-called  'Curtis'  pattern.  Not  marked. 

c.  Mug,  c.  1774.  Height:  12  cm. 
Painted  in  enamel  colours  with  flower 
sprays  and  sprigs  by  the  Tulip  painter. 

d.  Teapot,  c.  176s.  Height:  12.4  cm. 
Painted  in  underglaze  blue 

with  the  'Boy  on  a  Bridge'  pattern. 
Marked  '5'  inside  footring. 

e.  Teacaddy,  c.  1761-1764.  Height:  9.5  cm. 
Moulded  with  flowers  and  leaves  bordering 
rectangular  panels  in  which  are  painted 
Chinese  river  scenes  in  underglaze  blue. 
Not  marked. 

f.  Teabowl  and  saucer,  c.  1 780-1 800. 
Height:  4  cm.;  Diameter:  11.9  cm. 
Painted  in  underglaze  blue  and 
enamel  colours  and  gilt  with 

a  so-called  'Redgrave'  pattern. 
Norfolk  Museums  Service 
(Norwich  Castle  Museum). 


'>  1 


Lazowski  iVid  Lowestoft  Porcelain 


Above. 

1.  Teapot,  c.  1780-1800.  Height:  14.3  cm. 
Painted  in  'run'  underglazc  blue  with  the 
so-called  'Robert  Browne'  or  'Mahomedan'  pattern. 
Marked  with  an  open  crescent  on  the  base. 
Norfolk  Museums  Service  (Norwich  Castle  Museum). 

Below. 

2.  Small  bowl,  tea  bowl  and  saucer, 

c.  1780-1800.  Saucer  diameter:  12  cm. 

Fainted  in  underglazc  blue  and  overglaze  enamels  with 

touches  of  gilding  with  a  so-called  'Redgrave'  pattern. 

Not  marked.  Norfolk  Museums  Service 

(Norwich  Castle  Museum). 


Above. 

3.  Mug,  c.  1790.  Height:  14  cm. 

Painted  in  enamel  colours  with  some  gilding, 

in  the  manner  of  Chinese  Export  wares.  Not  marked. 

Norfolk  Museums  Service  (Norwich  Castle  Museum). 


Lazowski  and  Lowestoft  Porcelain 


4.  Three  cream  jugs,  c.  1775-1800.  Height  of  tallest:  9  cm. 
Painted  in  enamel  colours,  two  with  'Mandarin'  patterns, 
the  third  with  a  so-called  'Curtis'  pattern.  Not  marked. 
Norfolk  Museums  Service  (Norwich  Castle  Museum). 

There  is  more  new  information  packed  into 
Lazowski's  short  but  detailed  report  than  the  optimis- 
tic researcher  would  hope  to  find  over  a  period  of 
years.  The  most  important  facts  to  be  revealed  were 
those  concerning  the  export  trade  to  the  continent. 
The  nineteenth-century  ceramic  historians,  William 
Chaffers  and  Llewellynn  Jcwitt,  asserted  that  there 
was  an  export  trade,  but  as  usual  presented  no  firm 
evidence  for  their  statements.  Chaffers  wrote:  '.  .  .  the 
inhabitants  had  great  intercourse  with  Holland,  where 
doubtless  much  of  the  ware  was  sold,  and  it  is  thought 
that  a  considerable  amount  was  exported  for  the 
Turkish  market'.2  Jewitt,  writing  earlier  in  the  Art 
Journal  stated:  '.  .  .  it  is  said  the  company  did  a  large 
trade  with  Turkey,  and  the  ware  prepared  for  that 
market  "had  on  it  no  representation  of  man  or  beast 
(so  as  not  to  offend  Mahometan  law),  and  at  the 
bottom  of  each  piece  The  Crescent  was  painted".  It  is 
perhaps  unnecessary  to  say  that  the  pieces  marked 
with  the  Turkish  Crescent  are  the  ordinary  blue  and 
white,  with  the  Worcester  and  Cautdilev  marks,  and 
that  some  of  the  pieces  are  the  well-known  "cabbage- 
leaf"  '.3  He  also  mentions  Holland:  'The  trade  with 
Rotterdam  was  very  large,  and  the  ware  sent  weekly 
in  Hogsheads  by  way  of  Yarmouth  . 

Until  the  discovery  of  Lazowski's  'Journal'  and  of 
two  extracts  from  the  Customs  records  which  support 
his  statement,  the  information  given  by  Chaffers  and 
Jewitt  was  unconfirmed.  It  is  now  certain  that  the 
porcelain  was  exported  to  Holland  and,  according  to 
Lazowski,  from  there  to  France  where  it  was  sold  as 
'Porcelaine  des  Indes'.  As  he  was  a  Frenchman,  it  is 
unlikely  that  he  would  have  been  mistaken  on  this 
point.  As  to  the  tradition  that  the  porcelain  was  ex- 


ported to  Turkey,  Lazowski  makes  no  mention  of  it, 
nor  has  other  evidence  been  found,  but  the  suggestion 
should  not  be  dismissed  out  of  hand.  Josiah  Wedg- 
wood counted  Turkey  amongst  his  many  markets, 
according  to  his  letters  of  the  1770s,  and  the  German 
factories,  including  Meissen,  had  an  established  trade 
with  Turkey.4  The  Lowestoft  herring  curers,  amongst 
whom  were  Philip  Walker  and  Robert  Browne,  two 
of  the  proprietors  of  the  porcelain  factory,  exported  to 
Holland  and  France  and  also  to  several  Mediterranean 
ports.5  It  would  not  have  been  difficult  for  Walker 
and  Company,  to  ship  porcelain  to  Turkey. 

To  return  to  the  subject  of  export  to  Holland  and 
France,  the  Customs  records  mentioned  above  prove 
that  this  was  a  recent  undertaking  when  Lazowski 
visited  the  factory  in  1784.  A  petition  dated  1781 
indicates  that  the  idea  of  establishing  a  market  in 
Holland  was  a  new  one  then  and  that  at  first  the  porce- 
lain was  not  favourably  received  abroad.  However, 
the  continentals  must  have  changed  their  minds  by 
1784  if  Lazowski's  claim  that  half  the  output  was 
exported  is  correct.  His  calling  it  'Porcelaine  des  Indes' 
perhaps  offers  an  explanation  for  the  continuance  of 
somewhat  outmoded  chinoiserie  decoration  at  Lowes- 
toft in  the  1780s  and  1790s.  The  proprietors  must  have 
noticed  the  trade  between  China  and  Europe  and 
found  themselves  in  a  position  to  compete  by  pro- 
ducing quantities  of  transfer-printed  porcelain  and 
rapidly  executed  hand-painted  ware  at  competitive 
prices.  There  are  certainly  many  similarities  in  shape 
and  decoration  between  late  Lowestoft  and  Chinese 
export  porcelains.  Lazowski  pointed  out  that  the 
china  was  cheap  and  was  intended  for  everyday  use. 

Having  established  that  there  was  an  export  trade 
to  Europe,  it  is  tempting  to  speculate  further:  were 
the  Meissen-style  patterns,  often  marked  with  imita- 
tion Meissen  marks,  exported  as  cheaper  substitutes  for 
the  products  of  that  factory  and  were  the  rather 
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5.  Tea  bowl  and  saucer  and  vase,  c.  1770- 1780. 
Height  of  vase:  10.4  cm.  Painted  in  underglaze  blue. 
Not  marked. 

Norfolk  Museums  Service  (Norwich  Castle  Museum). 

6.  Tea  bowl  and  saucer  and  tea  caddy,  c.  1780. 
Height  of  tea  caddy:  9.8  cm. 

Fainted  in  underglaze  blue  with  a  Meissen-style  pattern. 
Tea  bowl  and  caddy  marked  with  crossed  swords  on 
the  base,  saucer  with  'c'.  Norfolk  Museums  Service 
(Norwich  Castle  Museum). 


poorly  modelled  figures  part  of  a  similar  scheme? 

The  French  revolution  put  an  end  to  the  French 
market  and  English  exporters  lost  quite  large  sums  of 
money  through  non-payment  of  debts.  The  Cahiers  dc 
dolcanccs,  drawn  up  in  1789,  included  strong  criticism 
from  French  potters  of  the  1786  Eden  Treaty  of  com- 
merce with  England,  and  potters  were  to  take  a  promi- 
nent part  in  the  riots  that  followed.  The  influx  of 
cheap  ceramics  from  England  had  put  many  French 
potteries  out  of  business  and  they  were  understandably 
resentful.6  We  have  no  record  of  whether  the  Lowestoft 
factory  sustained  loss  of  goods  or  money  during  the 
Revolution,  but  if  they  did,  they  were  not  seriously 
affected  for  the  business  flourished  for  another  ten 
years  or  so. 

Lazowski's  'Journal'  answers  another  much-disputed 
question:  that  of  the  number  of  people  employed  by 
the  factory.  The  names  of  some  of  the  employees  are 
known  from  documents,  but  for  the  number  we  have 
had  to  rely  on  Chaffers'  statement:7  'between  1770  and 
80  between  sixty  and  seventy  persons  were  engaged  in 
the  works',  and  other  writers  have  suggested  that 
there  were  fewer  than  this.  Although  this  may  have 
been  the  case  in  the  early  years,  by  the  time  Lazowski 
made  his  visit,  1784,  there  were,  he  tells  us,  between 
ninety  and  one  hundred. 

If  Chaffers  under-estimated  the  number  of  employees, 
his  suggestion  that  modellers  earned  three  pounds  a 
week8  appears  to  be  far  from  the  truth.  In  the  eigh- 
teenth century  average  wages  of  craftsmen  were  well 


7.  Two  mugs,  c.  1770-1800.  Height  of  taller  mug:  9.2  cm. 
Transfer-printed  in  underglaze  blue  with  Chinese  pagoda 
patterns.  Not  marked.  Norfolk  Museums  Service 
(Norwich  Casrle  Museum). 

below  this  and  Lazowski's  figure  of  fourteen  shillings 
a  week  for  skilled  workers  was  a  more  probable 
amount  tor  a  modeller  to  earn.  His  guinea  or  a  guinea 
and  a  half  for  some  of  the  painters  confirms  that  they 
were  the  aristocrats  of  the  factory;  apprentices  earned 
a  mere  seven  or  eight  shillings. 

As  well  as  making  these  observations  about  the 
work  people,  Lazowski  shows  an  interest  in  the  firing 
process  and  his  note  that  there  were  two  kilns  using 
only  coal  as  fuel  solves  yet  another  hitherto  unanswered 
question.  In  the  eighteenth  century  some  factories  used 
wood  and  others  coal  or  sometimes  both  fuels.  We 
now  know  that  at  Lowestoft  coal  was  used,  at  least  in 
the  last  twenty  years  of  production.  It  is  a  very  bulky 
material  and  was  needed  in  large  quantities.  Its  trans- 
port was  costly  but  the  proprietors  avoided  too  much 
expense  for,  as  owners  of  a  shipping  line  which  made 
regular  trips  from  Great  Yarmouth  up  the  east  coast  to 
Hull  and  Gainsborough,  they  subsidised  the  cost  of 
transporting  their  own  materials  by  acting  as  carriers 
for  the  general  public.  Although  Lowestoft  was  not  a 
port  -  the  nearest  was  Great  Yarmouth  -  it  is  probable 
that  the  coal  was  unloaded  on  the  beach  at  Lowestoft. 

Lazowski  describes  the  firing  process  as  lasting  for 
twenty-eight  hours  with  a  cooling  period  of  three 
days.  This  would  be  the  biscuit  firing.  The  other  kiln 
he  mentions  must  have  been  the  glost  kiln.  This 
reference  to  two  kilns  agrees  with  the  contents  of  an 
insurance  policy  taken  out  by  the  Proprietors  in  1765 
and  with  the  statement  made  in  1865  by  Abel  Bly,  son 
of  a  workman  at  the  factory. 

Many  writers  have  dismissed  the  Lowestoft  factory 
as  a  minor  concern,  run  on  the  lines  of  a  cottage  in- 
dustry, but  its  size,  ambitious  export  policy  and  long 
and  successful  duration  surely  dispose  of  this  image. 


8.  Pug  dog  and  cow  creamer,  c.  1780-1800. 
Height  of  pug :  8  cm.  The  pug  painted  in  enamel  colours ; 
the  cow  with  manganese  blotches.  Not  marked. 
Norfolk  Museums  Service  (Norwich  Castle  Museum). 
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West  African  Gold  work 


J.  B.  Donne 


For  a  thousand  years  or  more,  the  people  of  West  Africa  have  mined  gold  in  underground 
deposits  and  panned  it  in  rivers.  Nuggets  over  a  certain  size  were  the  perquisite  of  the  local 
king  or  chief,1  but  most  gold  came  in  the  form  of  grains  which,  when  washed  and  dried, 
are  known  as  gold-dust.  Gold-dust  was  widely  used  as  a  currency;  it  was  for  long  one  of  the 
main  exports,  first  to  North  Africa  -  refined  and  cast  into  ingots  before  crossing  the  Sahara2 
-  and  later  to  Europe  through  the  intermediary  of  traders  on  the  Atlantic  coast;  and  lastly, 
it  was  the  form  in  which  most  gold  reached  the  West  African  goldsmiths,  who  were 
commissioned  by  their  wealthy  patrons  to  make  it  up  into  personal  ornaments. 


Gold  deposits  were  worked  in  Bambuk  in 
Senegal,  in  Bure  in  Guinea,  among  the  Lobi  of 
Upper  Volta,  by  the  Baulc  of  south-east  Ivory  Coast, 
and  in  Ashanti,3  whose  rich  source  of  supply  for  the 
European  'Golden  Trade'  gave  rise  to  the  name  'Gold 
Coast'  to  encompass  a  much  wider  stretch  of  country. 
Nevertheless,  it  was  only  some  of  the  tribes  along  the 
upper  Niger  as  far  north  as  Timbuktu  (the  southern 
terminus  of  one  of  the  great  trans-Saharan  caravan 
routes),  peoples  of  the  south-east  Ivory  Coast,  and  the 
Ashanti,  who  made  considerable  use  of  gold  for  personal 
adornment  and  the  enrichment  of  State  regalia.  The 
wealth  and  variety  of  gold  ornaments  in  Ashanti  are 
set  forth  by  T.  E.  Bowdich,  who  accompanied  the 
first  British  mission  there  in  1 8 17,  in  an  account  which 
can  be  rivalled  for  its  overpowering  opulence  only 
by  Howard  Carter's  description  a  hundred  years  later 
of  the  first  glimpse  into  Tutankhamun's  tomb: 

.  .  .  he  [the  king]  wore  a  fillet  of  aggry  beads4  round 
his  temples,  a  necklace  of  gold  cockspur  shells  strung  by 
their  largest  ends,  and  over  his  right  shoulder  a  red 
silk  cord,  suspending  three  saphies5  cased  in  gold; 
his  bracelets  were  the  richest  mixtures  of  beads  and  gold, 
and  his  fingers  covered  with  rings  .  .  .  his  knee-bands 
were  of  aggry  beads,  and  his  ancle  strings  of  gold 
ornaments  of  the  most  delicate  workmanship,  small 
drums,  sankos,6  stools,  swords,  guns,  and  birds, 
clustered  together;  his  sandals,  of  a  soft  white  leather, 
were  embossed  across  the  instep  band  with  small  gold 
and  silver  cases  of  saphies;  he  was  seated  in  a  low  chair, 
richly  ornamented  with  gold;  he  wore  a  pair  of  gq\A 
castanets  on  his  finger  and  thumb,  which  he  clapped  to 
enforce  silence.  The  belts  of  the  guards  behind  his  chair, 
were  cased  in  gold,  and  covered  with  small  jaw  bones  of 
the  same  metal;  the  elephants  tails,  waving  like  a  small 
cloud  before  him,  were  spangled  with  gold,  and  large 
plumes  of  feathers  were  flourished  amid  them.  His  eunuch 
presided  over  these  attendants,  wearing  only  one  massy 


piece  of  gold  about  his  neck:  the  royal  stool,  entirely 
cased  in  gold,  was  displayed  under  a  splendid  umbrella, 
with  drums,  sankos,  horns,  and  various  instruments, 
cased  in  gold,  about  the  thickness  of  cartridge  paper: 
large  circles  of  gold  hung  by  scarlet  cloth  from  the  swords 
of  state,  the  sheaths  as  well  as  the  handles  of  which 
were  also  cased;  hatchets  of  the  same  were  intermixed 
with  them:  the  breasts  of  the  Ocrahs,7  and  various 
attendants,  were  adorned  with  large  stars,  stools,  crescent 
and  gossamer  wings  of  solid  gold.8 

Here  Bowdich  lists  the  typical  ornaments  of  an 
Ashanti  chief:  besides  the  fillet  or  headband  (abotire), 
there  are  the  necklace  (ayane),  the  saphies  or  talismans 
(sebe  and  suman,  the  first  worn  as  finery,  the  second  as  a 
phylactery) ;  bracelets  worn  below  the  elbow  (bafurum 
sebe);  gold  rings  (mpetea),  garters  (nantuo  suman),  and 
anklets  (aberempomnaasee).9  Other  gold  objects  in  the 
royal  treasury  included  tobacco  pipes  (taasen),  such  as 
that  described  by  Frederick  Boyle,  special  correspon- 
dent of  The  Daily  Telegraph,  as  'of  golden  filigree,  with 
bowl  and  mouthpiece  of  solid  gold'  which  fetched 
twenty-two  pounds  at  the  auction  held  at  Cape  Coast 
Castle  after  the  Ashanti  War  of  1874. 10  (This  is  perhaps 
the  one  now  in  the  Victoria  and  Albert  Museum.) 
Boyle  lists  other  lots  and  the  prices  they  made  at  that 
sale  of  booty: 

Two  pretty  shells  of  thick  gold,  weighing  eight  ounces, 
are  reasonable  enough  at  £31  10s.  Bracelets  and 
nick-nacks  follow,  curious  and  valuable  but  ill-made, 
such  as  gold  bells,  gold  shells,  gold  network,  shapeless 
bits  of  gold.  These  run  at  jTS  to  £10  the  ounce, 
The  smallest  of  the  masks  is  then  put  up,  a  hideous 
object,  but  weighing  twenty-three  ounces  of  pure  gold, 
and  not  very  dear  at  £102.  We  have  no  hint  as  to  the 
use  of  these  things,  four  of  which  have  been  brought 
down.  They  are  too  small  for  a  man  to  wear,  and  have 
besides  no  apertures  lor  sight  or  breathing. 1 1 
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I.  Pipe-bowl,  lost-wax  casting  in  gold;  Ashanti. 
Museum  of  Mankind,  London. 

It  is  still  not  known  what  purpose  these  masks  served: 
all  that  is  certain  is  that  the  gold  mask  in  the  Wallace 
Collection,  which  weighs  three  pounds,  five  ounces, 
is  not  here  referred  to,  so  that  at  least  three  of  these 
masks  have  since  disappeared. 

That  gold  ornaments  were  not  the  prerogative  of  the 
king  is  clearly  demonstrated  by  Bowdich's  companion, 
William  Hutchison,  when  writing  of  his  friend, 
Apokoo  (Opoku)  : 

This  week  past  Apokoo  and  several  of  the  Captains 
have  been  making  an  exhibition  of  their  riches  .  .  . 
It  is  done  by  making  their  gold  into  various  articles  of 
dress  for  show.  Apokoo  .  .  .  showed  me  his  vanities, 
weighing  upwards  oj  800  bendas  [1,600  ounces]  of  the 
finest  gold;  among  the  articles  was  a  girdle  two  inches 
broad.  Gold  chains  for  the  neck,  arms,  legs,  &c. 
ornaments  for  the  ancles  of  all  descriptions,  consisting  of 
manacles,  with  keys,  bells,  chairs,  and  padlocks.  For 
his  numerous  family  of  wives,  children,  and  captains, 
were  amulets  and  various  ornaments. 1 2 

Along  the  Gold  Coast  itself,  according  to  the  reports 
ol  the  early  travellers,  gold  ornaments  appear  to  have 
been  more  popular  with  the  women  than  with  the 
men.  Paul  Erdman  Isert,  a  Dane  who  was  on  the 
Coast  in  the  1780s,  refers  only  to  thumb-rings  in  gold 
being  worn  by  the  Ga  men  of  Christiansborg  (now  a 
suburb  of  Accra),  but  of  the  women  he  says: 

They  wear  at  the  wrist  .  .  .  bracelets  of  silver  and  gold, 
from  which  hang  bits  of  gold,  gold  louis  or  gold  johannes, 
which  they  buy  from  Europeans.  All  the  fingers  of  their 
hands  are  adorned  with  gold  and  silver  rings.  About  the 
foot,  where  we  wear  spurs,  they  attach  a  circlet  of  silver 
which  weighs  from  eight  ounces  to  a  pound. 13 

Similarly,  Fr.  Godetroy  Loyer,  writing  at  the  begin- 
ning of  the  eighteenth  century  of  the  king  of  Assinie 
(on  what  is  now  the  frontier  of  the  Ivory  Coast  and 
Ghana),  makes  no  mention  at  all  of  Ins  wearing  any 
gold,  but  describes  his  two  favourite  wives  as  follows: 

These  two  women  were  bedecked  with  great  necklaces 
of  gold,  bracelets  of  the  same,  and  large  gold  discs  in  the 
shape  of  breasts,  ivhich  hung  by  a  chain  and  reached 
their  bosoms.  Their  hair  was  laced  with  a  quantity  of 
fancy  work  in  gold  .  .  .  Behind  the  first  two  were  six 
others  .  .  .  who  were  adorned  with  gold  manillas,  small 
discs  and  other  oddments,  but  not  so  sumptuously  as  the 
former. 1 4 

This  description  could  still  apply  today  to  many 
women  in  Ghana  when  dressed  for  a  formal  occasion. 

The  Dutchman,  Willem  Bosnian,  also  writing  at  the 
beginning  of  the  eighteenth  century,  complained 

2.  Gold  pectoral  (akrafokonmu)  worn  by  chief's  'soul-washer', 
hammered  and  repousse  work;  Ashanti.  Diameter  3^  inches. 
Museum  of  Mankind,  London. 
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bitterly  of  the  manner  in  which  the  gold  from  die 
kingdom  of  Denkyira  (south-west  of  Ashanti)  was 
adulterated  with  what  he  called  fetishes,  'which  are  a 
sort  of  Artificial  Gold  composed  of  several  Ingredients'. 
But  he  goes  on : 

There  are  also  Fetiche's  cast  of  unalloyed  Mountain 
Gold;  which  very  seldom  come  to  our  Hands,  because 
they  keep  them  to  adorn  themselves;  So  that  ij  we  ever 
meet  with  them,  those  who  part  with  them  are  obliged 
to  it  by  necessity,  or  they  ore  filled  with  the  mentioned 
black  heavy  Earth;  with  which  the  unskilful  are  liable 
to  be  basely  cheated,  receiving  instead  of  Gold  frequently 
half  the  weight  in  this  sort  of  Earth.15 

The  'black  heavy  Earth'  clearly  refers  to  the  clay  core 
of  eastings  made  by  the  lost-wax  method.  Since  this 
core  had  not  been  removed  -  as  would  normally  be  the 
ease  with  openwork  gold  discs,  rings,  bracelets,  neck- 
laces, and  most  personal  ornaments,  if  a  core  were 
even  employed  -  the  reference  is  presumably  to  repre- 
sentational casts,  such  as  those  listed  by  John  Barbot  at 
the  end  of  the  previous  century: 

.  .  .  they  also  cast  very  curiously  all  sorts  of  wild  and 
tame  beasts;  the  heads  and  skeletons  of  lions,  tygers, 
leopards,  oxen,  deer,  monkeys,  goats,  &c.  which  serve 
them  by  way  of  idols,  either  in  plain  work,  or  filigrene, 
all  cast  in  moulds;  of  which  sort  I  brought  over 
several  pieces  of  figures,  but  particularly  that  of  a 
periwinkle,  as  big  as  an  ordinary  goose-egg;  which 
were  all  much  admired  at  Rochcl  and  Paris,  and 
even  by  the  best  goldsmiths.16 

Such  works  in  gold  are  today  rare.  It  is  known  that, 
attached  to  the  Golden  Stool,  the  shrine  of  Ashanti 
nationhood,  besides  a  gold  bell  are  three  hollow 
figurines  in  gold.  A  fine  small  head  from  Ashanti  is  in 

Colour. 

Top  left. 

A.  Gold  pectoral  (akrafokonmu)  worn  by  chief's  'soul-washer', 
hammered  and  repousse  work;  Ashanti.  Diameter  8£  inches. 
Museum  of  Mankind,  London. 

Centre  left. 

B.  Gold  necklace,  with  European  gold  chain, 
lost- wax  technique;  Ashanti. 

Museum  of  Mankind,  London. 
Top  right. 

c.  Leather  helmet  with  attached  gold  and  silver  leaf  decoration, 
worn  by  senior  members  of  the  king's  court;  Ashanti. 
Museum  of  Mankind,  London. 
Centre. 

D.  Gold  pectoral  (akrafokonmu)  worn  by  chief's  'soul-bcarcr' 
or  'soul-washer',  hammered  and  repousse  work;  Ashanti. 
Diameter:  3^  inches.  Museum  of  Mankind,  London. 

Centre  right. 

E.  Three  elephants  with  birds  on  their  backs, 
lost-wax  casting  in  gold;  Ashanti; 

Length:  3^  inches.  Museum  of  Mankind,  London. 
Bottom. 

F.  Ceremonial  sword  (mponponso)  reputed  to  have  belonged 
to  Opoku  Ware,  asantehene  (King  of  Ashanti)  from  173 1 
to  1742.  Hilt  overlaid  with  gold  leaf,  pommels  covered  in 
leopard  skin.  Sheath  of  leopard  skin,  lost-wax  casting  in 
gold  of  a  Gaboon  viper  with  a  diminutive  antelope  in  its 
jaws,  magical  pouches  covered  in  gold  and  silver  leaf; 
Ashanti.  Length  2  feet.  Museum  of  Mankind,  London. 


the  Art  Museum  of  Princeton  University,  New  Jersey, 
and  there  are  other  pieces  in  private  collections.  Oiic 
of  the  important  conclusions  to  be  drawn  from 
Barbot's  evidence  is  the  existence  of  a  tradition  of 
representational  casting  by  the  lost-wax  method  ante- 
dating the  creation  of  the  Golden  Stool  and  of  the 
Ashanti  Confederation  by  King  Osei  Tutu  and  his 
chief  priest,  Okomfo  Anokye,  at  the  end  of  the  seven- 
teenth century.  But  any  attempt  to  give  an  early  date 
to  a  piece  of  West  African  goldwork  is  hazardous,  on 
account  of  a  practice  mentioned  by  Bowdich : 

The  royal  gold  ornaments  are  melted  down  every 
Yam  Custom,  and  fashioned  into  new  patterns,  as 
novel  as  possible.  This  is  a  piece  of  state  policy  very 
imposing  on  the  populace,  and  the  tributary  chiefs 
who  pay  but  an  annual  visit.17 

Likewise  it  is  clear  from  Hutchison,  when  he  is 
writing  about  his  friend  Apokoo,  that  only  on  rare 
occasions  (even  once  in  a  life-time)  did  a  wealthy  man 
have  all  his  gold-dust  made  up  into  ornaments.  Pre- 
sumably most  of  these  were  melted  down  again  after 
the  occasion  had  passed. 

Bowdich's  description  of  the  King  of  Ashanti's 
regalia  offers  examples  of  the  three  main  techniques 
employed  by  Ashanti  goldsmiths:  a)  casting  by  the  lost- 
wax  method ;  b)  hammering  and  repousse  work ;  and 
c)  the  application  of  gold-foil  to  a  wooden  core.18 

a)  In  brief,  the  lost-wax  technique  involves  making  a 
clay  model  in  the  form  of  the  finished  product  desired; 
covering  this  with  a  thin  and  even  layer  of  beeswax, 
the  detail  of  whose  surface  modelling  will  be  exactly 
reproduced  on  the  eventual  casting;  and  enveloping 
the  whole  in  an  outer  layer  of  clay,  applied  first  in  the 
form  of  a  water  suspension,  and  then  gradually  built 
up  to  the  required  thickness.  When  this  is  heated,  the 
molten  wax  flows  away  through  an  aperture  devised 
for  this  purpose  in  the  outer  investment,  and  is  replaced 
by  molten  metal  poured  through  the  same  aperture. 
When  the  clay  has  cooled  sufficiently  it  is  chipped 
away  to  reveal  the  casting  underneath,  which  may 
need  chasing  in  places  and  will  certainly  require  burn- 
ishing. If  the  casting  is  small  the  central  core  may  be 
left  in  place ;  alternatively,  it  may  be  broken  up  with  a 
sharp  instrument  and  removed. 

This  is  the  traditional  method  of  working;  gold  in 
West  Africa.  Many  of  the  early  travellers  -  Barbot  is 
one  -  use  the  word  'filigree'  or  'filigranc'  to  describe 
the  design  on  certain  types  of  ornament. 19  But  it  is 
quite  clear  from  the  context,  to  take  Barbot  as  an 
example,  that  the  distinction  that  is  being  made  is 
between  what  he  calls  'plain  work' and  what  we  might 
call  'openwork  design',  which  is  also  'cast  in  moulds', 
as  he  says.  This  is  not  achieved  by  the  technique  of 
hammering  and  drawing  the  metal  into  wires,  so 
fondly  and  amazedly  described  by  Camara  Laye  (the 
son  of  a  goldsmith)  in  his  account  of  his  childhood, 
L'Enfant  noir.20  Fine  wax  threads  are  laid  in  coils, 
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3.  Dagger  (sepo)  in  sheath,  repousse  work  in  gold,  with  gold 
crotals  and  jungles  attached  by  a  gold  chain;  Ashanti. 
Length  of  dagger:  10J  inches. 

Museum  of  Mankind,  London. 

4.  Ivory  bracelet  carved  with  representations  of  Portuguese, 
and  slots  for  setting  gilt  brass  inlays  of  European  manufacture, 
probably  sixteenth  century,  Benin  (Nigeria). 

Museum  of  Mankind,  London. 


circles,  and  spirals,  often  like  fretwork,  on  the  surface 
of  the  clay  core,  and  the  model  is  cast  as  if  the  entire 
surface  ot  the  core  had  been  covered  with  wax.  The 
eye  may  at  first  be  deceived  by  the  delicacy  of  fjje 
result:  but  a  close  look  will  reveal  that  any  slight 
delect  has  resulted  in  a  fusion  of  the  metal  threads 
while  a  fault  in  true  filigree  work  will  lead  to  a  broken 
wire  but  not  fusion. 

b)  Hammering  and  repousse  work  were  employed  in 
making  pendants,  decorative  fillets  attached  to  cloth- 
ing, and  applied  ornament  for  stools,  which  was  kept 
in  place  by  the  use  of  pins  or  staples.  The  raising  of 
surface  areas  in  low  relief,  which  is  the  essence  of  this 
technique,  led  to  the  development  of  designs  quite 
different  from  those  winch  are  natural  to  the  'false 
filigree'  mentioned  above.  The  entire  surface  of  the 
plaque  is  covered  with  rosettes,  leaf  forms,  and  scrolls, 
but  the  most  important  difference  is  that  curvilinear 
motifs  can  be  discontinuous.  This  is  to  be  seen  in  the 
akrafokonmu,  the  circular  pectorals  worn  by  the  akrafo 
or  'soul-washers',  winch  may  be  of  cither  cast  or 
hammered  gold.  The  cast  examples  may  be  in  the 
form  of  'false  filigree' ;  or  they  may  consist  of  a  fine 
continuous  spiral,  like  a  golden  gramophone  record;  or 
they  may  have  a  rosette  umbo,  surrounded  by  low- 
relief  running  scrolls  or  more  robust  designs  in  mod- 
erately high  relief.  The  hammered  versions  may  also 
have  the  rosette  umbo  with  concentric  designs,  but 
these  tend  to  be  broken  or  separated  -  like  the  beads  on 
a  necklace  -  and  much  play  is  made  with  contrasting 
convexities  symmetrically  disposed  in  the  circular 
field.  It  is  interesting  that  Barbot  gives  engravings  of 
cast  but  not  hammered  akrafokonmu  in  his  work  first 
published  in  1732.21 

c)  Gold-foil  was  applied  (by  glueing,  and  by  tapping 
and  then  pinning)  to  objects  carved  in  wood,  such  as 
sword  hilts,  fly-whisks,  state  umbrella  tops,  and  lin- 
guists' staffs.  Suffice  it  to  say  that  in  the  past  this  often 
deceived  European  travellers  into  believing  in  much 
more  sumptuous  and  massive  displays  of  gold  than 
was  in  fact  the  case;  and  that  to-day  the  presence  of 
gold-foil  sometimes  distracts  the  admirer  from  the 
excellence  ot  the  woodcarving  underneath. 

Discussion  has  so  far  centred  on  the  goldwork  of  the 
Ashanti,  but  their  western  neighbours  in  the  Ivory 
Coast,  the  Anyi  and  Baule,  produce  very  similar  orna- 
ments. In  fact,  unless  the  provenance  is  known,  scholars 
often  now  avoid  distinctions  and  designate  all  cast 
gold  in  the  area  'Akan',  since  the  Ashanti,  Anyi,  and 
Baule  all  speak  related  Akan  languages.  Indeed,  the 
Baule  came  originally  from  Ashanti,  whence  they 
migrated  in  small  groups  over  a  long  period.  A  large 
number  are  reputed  to  have  fled  from  Kumasi,  the 
Ashanti  capital,  for  political  reasons  c.  173 1,  under  the 
leadership  ot  their  Queen  Mother.  Aura  Poku.  They 
brought  with  them  the  traditional  goldsmith's  know- 
ledge, and  found  rich  sources  of  gold  in  their  new 
home. 
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«.  Illustration  from  John  Barbot's  'Description  of  the  Coasts 
of  North  and  South  Guinea',  1746  edition,  showing  designs 
of  Ashanti  gold  jewellery,  including  two  examples  of 
'soul-washers'  pectorals  {akrafokonmu). 

However,  some  differentiations  can  tentatively  be 
made.22  First,  only  the  Ashanti  appear  to  have  employ- 
ed hammering  and  repousse  work.  Second,  cast  finger- 
rings  seem  to  be  comparatively  little  known  among 
the  Anyi  and  Baule.  Third,  the  latter  favour  pendant 
miniature  masks,  sometimes  surmounted  by  a  pair  of 
horns.-'  But  whether  the  manufacture  of  horned  masks 
can  be  restricted  to  the  Ivory  Coast,  and  that  of  the 
repousse  akrafokonmu  to  Ashanti,  is  still  not  certain. 

BENIN 

It  is  sometimes  thought  the  magnificent  headgear  and 
jewellery  represented  on  the  terracottas  and  bronzes  of 
[fe  and  Benin  must  have  incorporated  goldwork.24 
The  gold  deposits  in  Nigeria  are  meagre,  they  show 
no  signs  of  ever  having  been  mined  in  the  past,  and 
no  goldwork  has  been  found  archaeologically.  Benin 
jewellery  consisted  largely  of  coral  beads,  cornelian, 
and  ivory.  A  few  gold  or  gilt  objects,  however,  are 
known.  The  cast  gold  shells25  taken  as  a  result  of  the 
Punitive  Expedition  of  1897  are  reminiscent  of 
Bowdich's  'necklace  of  gold  cockspur  shells',  and 
could  conceivably  be  of  Ashanti  origin.  At  least  two 
early  sixteenth-century  fine  ivory  bracelets  were  spe- 
cially carved  to  take  prepared  European  brass  inlays.26 
Other  sixteenth-century  brass  or  bronze  bracelets  and 
at  least  one  pectoral  are  part-gilt.  But  whether  this 
work  was  carried  out  by  European  or  Bini  smiths,  and 
whether  the  gilding  is  contemporary  with  the  manu- 
facture of  the  objects  themselves,  is  not  known.  The 
people  of  Benin  showed  little  appreciation  of  gold. 

THE  UPPER  NIGER 

The  goldwork  of  the  area  along  the  upper  Niger,  from 
Timbuktu  to  its  headwaters  in  Guinea,  shows  trans- 
Saharan  influences  both  in  technique  and  design.  Here, 
besides  a  certain  amount  of  lost-wax  casting,  true 
filigree  abounds,  as  do  hammering  and  repousse  work. 
The  gold-dust  is  melted  in  a  crucible,  cooled,  hammer- 
ed, and  drawn  into  wire.  Grains  are  formed  on  the 
charcoal  block,  bosses  fashioned,  and  then  soldered 
onto  a  sheet  background  in  geometric  patterns,  or 
combined  with  filigree  wire  to  produce  intricate  open- 
work designs.  Many  of  the  shapes  and  designs  show 
affinities  with  Berber  silver  jewellery,  transmitted 
through  the  medium  of  Tuareg  metalworkers.  In  this 
respect  it  is  interesting  to  note  the  existence  of  gold 
discs  very  similar  to  the  akrafokonmu  of  the  Ashanti, 
who  may  well  have  adopted  this  type  of  ornament 
from  Diula  smiths.27 

6.  Gold  pectoral  representing  pan  of  a  balance  for  weighing 
gold-dust,  worn  by  a  priestess,  lost-wax  casting,  example  of 
'false  filigree'.  Diameter:  3  inches.  Baule  (Ivory  Coast). 
Musee  de  I'Homme,  Paris. 
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7.  Gold  ornament  worn  on  the  forehead,  lost-wax  technique; 
Ivory  Coast,  Akan,  probably  Baule.  Diameter:  2J  inches. 
Music  de  V Homme,  Paris. 


A  simple,  but  particularly  attractive,  type  of  gold 
car-ring  is  attributed  to  the  Fulani  of  Ke-Macinar,  but 
is  in  fact  more  widely  worn.  This  consists  of  a  gold 
ornament,  the  size  and  shape  of  a  slice  of  melon,  made 
of  small  sheets  of  gold,  hammered  and  soldered,  and 
decorated  at  the  outer  edge  with  a  chased  or  punched 
pattern.  Sometimes  the  gold  body  is  given  a  couple  of 
twists  to  form  a  torque. 

The  oldest  example  of  goldwork  so  far  found  in 
West  Africa  is  also  one  of  the  most  magnificent.  In 
1 94 1,  archaeological  investigations  were  carried  out  at 
Rao,  near  St.  Louis  in  Senegal,  and  amongst  others  the 
burial  of  a  young  man  of  high  rank  was  excavated.28 
Among  the  grave  furniture  was  a  large  circular  gold 
pectoral,  one  hundred  and  eighty-three  millimetres 
in  diameter  and  weighing  one  hundred  and  ninety-one 
grammes,  with  a  small  gold  ring  attached  for  suspen- 
sion. On  the  surface  of  the  disc  are  soldered  concentric 
circles  of  bosses,  large  and  small,  with  the  largest  boss 
at  the  centre.  The  intervening  spaces  arc  filled  with 
circles  and  reversed  spirals  in  filigree.  The  burial  is 
attributed  to  the  Serer,  retreating  before  the  Maude 
expansion  in  the  middle  of  the  fourteenth  century. 
The  technique  employed,  even  at  this  early  date,  comes 
from  the  north,  across  the  Sahara.  Yet  the  whole  con- 
cept of  this  massive  gold  pendant  immediately  calls  to 
mind  the  akrajokoiumi  of  the  Ashanti,  who,  at  this  time, 
were  just  emerging  into  history. 

Photography  by  Grace  Lan  and  Jerry  Vahrnian 
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The  enervating  habit  or  drinking  tea  aroused  the  indignation  of  some  eighteenth-century  diarists,  while  the 
appliances  used  in  its  preparation  'exhibited  the  felicity  of  design  that  characterised  the  Georgian  period'. 


In  his  'Essay  on  Tea',  that  odd,  philanthropic 
character,  Jonas  Hanway  (1712-1786),  deplor- 
ed the  spread  of  the  tea-drinking  habit.  The 
'Essay',  published  in  1756  as  an  appendage  to  a 
tedious  account  of  an  eight-day  journey  from 
Portsmouth  to  Kingston,  was  larded  with  moral 
reflections.  The  writer,  gravely  observing  that 
'the  use  of  tea  descended  to  the  plebian  order 
amongst  us  about  the  beginning  of  this  century',1 
had  become  seriously  alarmed  by  the  rapid  in- 
crease of  tea-drinking  among  all  classes.  His 
'Essay'  anticipated,  in  a  comparatively  subdued 
and  reasonable  manner,  the  virulent  attack  on  tea 
made  sixty-six  years  later  by  William  Cobbett  in 
his  'Cottage  Economy'.  Hanway,  a  congenital 
pessimist,  expressed  the  fear  that  the  tea  habit 


would  become  physically,  morally  and  mentally 
detrimental  to  the  British  nation.  'Can  any  reason- 
able person  doubt  that  this  flatulent  liquor 
threatens  the  lives  of  great  numbers  of  people?', 
he  asked.2  Perhaps  the  obvious  enjoyment  of  tea- 
drinking  by  the  lower  orders  unconsciously  pro- 
voked his  indignation,  and  exactly  how  low  he 
believed  those  orders  were  in  appearance  and 
habits  may  be  judged  from  the  engraving,  which 
the  author  must  have  authorised  and  approved, 
that  faces  the  title  page  of  his  'Essay'.  This  depicts 
a  ragged  and  grubby  family  engaged  with  their 
tea-cups  and  ignoring  a  child  about  to  fall  into 
the  fire,  while  in  the  background  a  smuggled 
cargo  is  landed  from  a  small  vessel,  the  moral 
lesson  being  emphasised  by  the  ruins  of  a  customs 


house  at  the  extreme  left  of  the  illustration 
(No.  1). 

In  more  exalted  circles,  tea-drinking  was  not  so 
much  a  vice  or  an  uncontrollable  addiction  as  an 
excuse  for  a  gracious  social  rally  and  the  exchange 
of  gossip.  The  appliances  used  for  making  and 
serving  tea  exhibited  the  felicity  of  design  that 
characterised  the  Georgian  environment.  Al- 
though he  enlarged  upon  the  morally  enervating 
effects  of  tea-drinking,  Hanway's  condemnation 
was  a  model  of  genteel  restraint.  Not  so  Cobbett, 
who  roundly  asserted  that  'tea  drinking  fills  the 
public  house,  makes  the  frequenting  of  it  habitual, 
corrupts  boys  as  soon  as  they  are  able  to  move 
from  home,  and  does  little  less  for  the  girls  to 
whom  the  gossip  of  the  tea  table  is  no  bad  pre- 
paratory school  for  the  brothel'.3 

The  nobility  and  gentry  took  to  tea  in  the  latter 
part  of  the  seventeenth  century,  so  did  their  ser- 
vants, and  Swift,  in  his  'Directions  to  the  Wait- 
ing-Maid', described  as  one  of  the  'accidents'  that 
had  helped  'to  lessen  the  Comforts  and  Profits'  of 
her  employment,  the  'Invention  of  small  Chests 
and  Trunks,  with  Lock  and  Key',  where  tea  and 
sugar  were  kept,  'without  which  it  is  impossible 
for  a  Waiting-maid  to  live  .  .  .'.4  During  the 
Georgian  period  the  British  became  a  nation  of 
tea-drinkers,  though  the  habit  of  having  some- 
thing hot  and  strong  simmering  hospitably  was 
very  old.  Mr.  David  Elliston  Allen,  in  his  study  of 
the  variations  of  regional  tastes,  has  said  that  'The 
making  of  tea  is  one  of  the  most  deep-seated 
British  rituals,  impervious  to  change,  so  the 
apparent  lineal  descent  of  two-fifths  of  all  the 
teapots  in  the  country  from  the  ancient,  semi- 
sacred  pot  on  the  hearth  -  perhaps  even  going 
back  to  the  prized  cauldrons  of  the  Bronze  Age  - 
is  only  fitting'.5 

The  taste  for  tea  as  a  beverage  was  latent 
among  all  classes  in  Britain,  and  Hanway  regard- 
ed tea-drinking  as  a  form  of  self-indulgence,  and 
therefore  bad  for  the  moral  welfare  of  the  poor. 
At  least  the  staff  of  a  large  town  or  country  house 
was  protected  from  temptation  by  those  small 
locked  'chests  and  trunks'  that  Swift  mentioned. 
The  contents  of  the  containers  they  enclosed 
could  be  checked;  for  separate  vessels  of  silver, 
porcelain  or  glass  contained  sugar  and  various 
kinds  of  tea,  and  in  some  of  the  larger  caskets 
there  was  a  mixing  bowl,  often  of  engraved  glass. 

1.  Frontispiece  to  'An  Essay  on  Tea',  by  Jonas 
Hanway,  reproduced  from  the  original  edition 
published  in  1756.  This  shows  the  landing  of 
a  smuggled  cargo,  with  a  customs  house, 
ruined  and  deserted  at  the  left,  and  a  ragged, 
impoverished  family  party  enjoying  cups  of  tea, 
careless  of  the  danger  threatening  the  child. 
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2.  Four  designs  for  tea  chests,  reproduced  from 
plate  clix  ot  Thomas  Chippendale's  'Director', 
third  edition,  1762. 

The  term  tea  caddy  is  derived  from  kati,  a 
Malay  word  for  a  weight  of  a  pound  and  a  fiffn,6 
and  was  originally  applied  to  the  porcelain  jars 
that  were  imported  from  China  and  used  as 
receptacles  for  tea.  Such  porcelain  or  metal  con- 
tainers or  canisters  were  fitted  into  a  casket  of 
wood,  for  which  the  contemporary  description 
was  tea  chest.  Chippendale  included  designs  for 
tea  chests  in  his  'Director',  and  four  of  these, 
reproduced  in  No.  2,  are  English  interpretations 
of  Rococo,  with  ornaments  of  brass  or  silver  as 
specified  by  the  designer.  Richard  Holmes, 
cabinet-maker  and  glass  grinder,  c.  1783,  carried 
on  his  business  at  the  sign  of  'The  Tea  Chest'  in 
Barbican.  These  small  chests  were  produced  by 
cabinet-makers,  sometimes  by  specialist  case- 
makers,  and  by  turners,  like  Joseph  Cooper,  in 
business  c.  1760,  at  'The  Crown  and  Bowl', 
facing  Saint  Sepulchres  Church  on  Snow  Hill, 
London,  who  included  in  the  list  of  wares  on  his 
trade  card,  'Tea  Chests  of  the  most  Curious 
English  &  Foreign  Woods  .  .  .'.7 

By  the  end  of  the  eighteenth  century  the  word 
'caddy'  was  in  general  use,  and  Sheraton  in  'The 
Cabinet  Dictionary',  1803,  has  a  special  entry  for 
it,  and  states  that  'This  word  is  now  applied  to 
various  kinds  of  tea  chests,  of  square,  octagon  and 
circular  shapes'.  How  varied  in  shape  such  chests 
or  cases  could  be  is  shown  by  the  shagreen  case 
with  silver  mounts  (No.  3)  that  accommodated  a 
pair  ot  silver  tea  caddies  and  a  mixing  bowl,  with 
domed  covers,  floral  fmials,  and  elaborately 
ornamented  pear-shaped  bodies.  Shagreen  was 
un tanned  leather,  and  the  rough  granular  surface 
was  sometimes  dyed  black  but  generally  green. 
John  Folgham,  a  London  cabinet-maker  who 
specialised  in  cases  and  was  in  business  in  the 
second  half  of  the  eighteenth  century  and  the 
opening  years  of  the  nineteenth,  listed  among 
other  materials  on  his  trade-card,  'Fish-Skin  of 
different  sorts'  and  'Blue  or  Green  Dog  Skin'  as 
well  as  'all  sorts  of  Shagreen  . .  .'.8 

An  unusual  example  of  casket  is  No.  4,  in  blue 
avenfurine  glass,  with  a  domed  top,  gilt  mounts 
and  handle  and  gilt  claw  feet.  This  contained 
three  canisters,  transfer  printed  and  painted  with 
pastoral  scenes  in  puce  monochrome  on  white 
enamel.  Dummy  books,  that  were  familiar 
devices  for  concealing  a  jib  door  in  a  library,  were 
occasionally  used  to  disguise  a  tea  chest.  William 
Whitehead  (171 5-1 785),  that  undistinguished 
Poet  Laureate,  who  used  the  pen  name  of  Adam 
Fitz-Adam  for  his  letters  in  The  World,  describes 
such  a  tea  chest  in  Letter  No.  64,  dated  21  March 
1754.  A  small  pile  of  books  apparently  lay  flat, 
one  upon  the  other,  the  upper  one  opened  as  a 
lid,  with  'the  hinges  and  key-hole  of  the  lock 
concealed  so  artfully,  as  they  might  easily  escape 
common  observation'.9 
Centre. 

3.  A  pair  of  silver  tea  caddies  and  a  mixing  bowl 
by  Samuel  Taylor,  marked  on  bases  and  lids  and 
one  finial,  1762/3,  and  a  shagreen  case  of  the 
same  period,  with  silver  mounts.  Sotheby's. 
Left. 

4.  Set  of  three  tea  canisters,  transfer  printed  and 
painted  in  puce  monochrome  on  white  enamel, 
with  pastoral  scenes.  The  container  tor  the 
canisters  is  a  domed  blue  aventurine  glass  casket, 
with  gilt  metal  mounts  and  handle  and  claw  lect, 
c.  1 770-1775. 

Wolverhampton  Art  Gallery  and  Museum. 
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Silversmiths  and  case-makers  who  fashioned 
tea  caddies  and  their  containers  were,  like  other 
specialist  craftsmen,  influenced  profoundly  by 
contemporary  architectural  design,  and  in  the  last 
three  decades  of  the  eighteenth  century  the  style 
created  by  Robert  Adam  through  his  re-inter- 
pretation of  the  classic  idiom  became  identified 
with  national  taste.  The  characteristics  of  refined 
Classical  ornament  are  exhibited  In  the  pair  of 
tea  caddies  (No.  _s)  with  rectangular  bombi 
bodies,  domed  lids,  ranis'  masks  at  the  angles, 
husk  festoons  above  and  female  masks  at  the  base. 
The  fitted  case  is  in  figured  mahogany  with  silver 
mounts.  Neo-classical  taste  is  again  apparent  m 
the  velvet-lined  mahogany  veneered  case  con- 
taining the  set  of  silver  tea  caddies,  of  plain 
rectangular  shape  with  hinged  domed  covers 
(No.  6). 

The  Greek  Rev  ival  has  helped  to  determine  the 
form  of  the  tw  o  Regenc\  examples,  one  111  light 
mahogany  (No.  7)  with  thin  lines  of  discreetly 
enriched  moulding  at  the  base  and  the  top  of  the 
lid;  the  other  (No.  8)  has  bold,  assertive  lines  and 
is  in  dark,  finely-figured  rosewood.  Mahogany 
containers  for  tea  and  sugar  with  hinged  lids  and 
.1  glass  mixing  bowl  originally  occupied  three 
equal  divisions  within  these  tea  chests.  Although 
satinwood  was  occasionally  used,  mahogany  and 
rosewood  were  the  favoured  materials  for  the  tea 
caddy,  for  the  term  chest  was  dropped  as 
Sheraton  has  recorded.  Throughout  the  Victorian 
period  it  was  nearly  always  locked:  the  key  was 
one  of  mans  dangling  from  the  silver  chatelaine 
of  Victorian  housewives,  who  shared  Swift's 
views  about  lessening  'the  comforts  and  profits' 
of  their  servants. 
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5.  One  of  a  pair  of  tea  caddies, 
with  rams'  masks  at  the 
angles,  resting  on  hoof  feet, 
with  female  masks  anil 
drapery  swags  at  the  base. 
Marked  on  bases  and  lids  by 
Pierre  Gillois,  London,  1776. 
The  fitted  mahogany  case 
with  silver  mounts  is 
of  the  same  period. 
Sotheby's, 


Above. 

6.  Set  of  three  tea  caddies  by  Paul  Storr, 
fitted  in  a  velvet-lined  case,  mahogany  veneerec 
with  silver  mounts,  paw  feet  and  ranis'  masks 
drop  handles.  The  date  1795  is  marked  on 
the  handles.  Sotheby's. 


Above. 

7.  Regency  tea  chest  in  rosewood,  c.  18 10. 
Author's  collection. 
Right. 

8.  Regency  tea  chest  in  mahogany,  c.  1810-I815 
Mrs,  Constance  Benslcy. 
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i.  Foujita's  'Journal', 
front  cover, 
inscribed 

'Month  of  October', 
'Account  Book',  1923 , 
ink  on  linen, 
11x15  inches. 
Private  Collection. 


On  a  summer's  day  in  19 13  Tsugouharu  Foujita  (the  name  means  'Child  ot  Peace, 
Field  ot  Wisteria')  a  twenty-seven  year  old  Japanese  disembarked  at  Marseilles.  Short 
and  bespectacled,  he  was  wearing  a  mauve  suit  and  a  topee.  His  knowledge  of  French  was 
negligible,  but  since  the  age  of  twelve  he  had  been  intent  on  becoming  a  painter,  and  he  was 
bound  for  Paris.  When  he  died  fifty-five  years  later,  at  the  age  ot  eighty-two,  he  had  done 
not  only  that,  but  much  more.  He  had  become  a  living  legend;  a  man  whose  lite  had 
encompassed  a  multitude  of  activities  in  three  continents.  Born  a  Buddhist,  he  was  buried  in 
his  own  Chapel,  dedicated  to  the  Virgin  Mary,  near  Rheims,  which  he  had  adorned  with 
his  own  frescoes.  His  conversion  to  Christianity  nine  years  previously  had  been  spectacular. 
Assuming  the  name  of  Leonard,  as  a  tribute  to  da  Vinci,  he  was  baptised  by  an  archbishop 
in  a  cathedral  which  had  seen  the  conversion  of  Clovis  and  the  coronation  of  the 
Kings  of  France. 


Son  ot  a  major  in  the  medical  services  of  the 
Japanese  army,  who  remarried  after  the  death  of 
Ins  first  wife,  Foujita  was  born  in  Kumamoto,  but  the 
family  moved  to  Tokyo  when  he  was  five.  For  five 
years  he  studied  at  the  Imperial  School  of  Fine  Arts, 
and  in  191 1  Ins  portrait  of  the  exiled  Emperor  of  Korea 
achieved  a  resounding  success.  It  already  evinced  those 
qualities  of  detailed  observation,  meticulous  technical 
skill  and  compositional  vivacity  which  were  to  charac- 
terise his  style  throughout  the  rest  of  his  career. 

The  move  to  Paris  -  courageous  though  no  doubt 
it  was  -  could  hardly  have  taken  place  at  a  more  propi- 
tious time.  The  impact  of  Impressionism,  of  Post- 
Impressionism  and  of  subsequent  developments  in 
painting  had  stimulated  a  pictorial  inventiveness  which 
tound  its  expression  in  the  ateliers  of  the  Left  Bank, 
and  in  the  cafes  of  Montmartre  and  Montparnasse. 
Taking  up  residence  at  a  modest  hotel  in  the  rue 
d' Odessa,  Ins  first  contact  was  with  the  Chilean  artist 
Ortiz  de  Zarate,  who  introduced  him  to  Picasso,  then 
living  in  the  rue  Schoelcher,  the  centre  of  an  admir- 
ing circle  which  included  Apollinaire,  Braque,  Max 
Jacob,  Andre  Salmon,  Gleize  and  Sabartes.  It  is  obvious 
that,  apart  from  his  creative  gifts,  Foujita  must  have 
possessed  charm  and  an  ability  to  make  friends  with 
facility,  for  during  the  rest  of  Ins  life  he  maintained 
the  most  amicable  of  relations  with  virtually  every 
well-known  figure  in  the  cultural  world  of  Paris. 

His  first  creative  endeavours  there,  however,  were 
not  as  successful  as,  no  doubt,  he  had  hoped.  He  met 
the  Duncans  -  Raymond  and  Isadora;  he  cultivated  a 
taste  for  the  antique  -  in  dress  as  well  as  in  art.  Despite 
his  contacts,  he  felt  isolated  artisticallv,  and  decided  to 


move  to  London.  There  he  worked  for  a  while  as  a 
dress  designer  tor  Gordon  Selfridge  and  obtained  a  few 
haphazard  commissions.  But  England  did  not  suit  him 
and  before  the  end  ot  the  war  he  was  back  in  Paris. 

In  1919,  having  married  Fernande  Barn-,  a  fellow 
painter,  Foujita  spent  a  holiday  with  Modigliani, 
Zborowski  and  Soutine  at  Cagnes  where  they  went  to 
see  Renoir,  who  was  living  at  the  villa  'Collettes'.  It 
seems  to  have  marked  a  stage  in  his  life,  which  coincided 
with  that  second  golden  age  of  Paris,  centred  around 
cafes  such  as  the  Coupole,  the  Dome  and  the  Rotonde : 
around  clubs  such  as  Le  Boeuf  sur  le  Toit  and  Le 
Monocle,  where  American  expatriates  -  Fitzgerald, 
Gertrude  Stein,  Calder  and  Hemingway  were  to  add 
their  own  contribution  to  the  ferment  which  had  pro- 
duced Cubism  and  was  to  produce  Surrealism;  which 
was  to  express  itself  in  the  music  of  Stravinsky  and 
Martinu,  the  plays  and  novels  of  Cocteau  and  Gide, 
the  sculpture  ot  Brancusi  and  Zadkine.  This  was  to  be 
Foujita's  world  par  excellence;  he  was  to  represent  it, 
to  be  one  of  its  most  glittering  ornaments,  and  its 
most  inspired  chronicler.  By  1920  his  success  was  be 
coming  more  marked.  He  had  been  taken  up  by  the 
dealer  Cheron,  who  had  a  gallery  in  the  rue  de 
Boetie.  and  who  gave  him  a  seven-year  contract,  which 
though  not  generous,  allowed  the  artist  a  degree  of 
economic  treedom  which  he  had  never  hitherto 
possessed. 

At  the  same  time  Ins  personal  lite  was  going  through 
a  bad  period.  Fernande  had  no  concept  of  anything 
approaching  tidelity,  and  her  behaviour  was  marked 
by  its  unpredictability.  Then  a  change  took  place:  in 
1928  he  met  the  great  love  of  his  life,  the  woman 
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whom  he  was  to  paint  so  frequently,  a  young  Belgian 
orphan,  Lucie,  whom  he  was  to  rename  'Youki', 
which  means  'Snow  Rose'.  Her  own  account  of  their 
first  meeting  has  a  charm  of  its  own :  'The  next  day  I 
went  to  the  Rotonde.  At  this  moment  Foujita  came  in. 
He  was  alone,  his  hair  in  a  thick  fringe  over  his  fore- 
head. He  was  wearing  horn-rimmed  glasses,  and  his 
moustache  was  in  the  shape  of  the  letter  M.  His  shirt 
was  patterned  with  red  and  white  squares,  and  he  had 
on  a  suit  made  of  the  finest  English  flannel.  I  saw  all 
this  as  through  a  mist  for  I  had  been  struck  by  a 
thunderbolt.  He  went  and  sat  with  some  friends  and 
on  his  way  out  passed  me  without  looking  in  my  direc- 
tion. What  could  I  do,  Where  could  I  find  him?'.1  A 
few  days  later  they  were  living  together  in  the  rue 
Massenet. 

Two  or  three  months  later  Foujita  began  to  draw 


and  write  the  journal  which  is  the  subject  of  this  article, 
a  remarkable  document,  spontaneous,  direct,  obser- 
vant, intimate;  a  record  of  his  artistic  and  social  life.  It 
is  an  oblong  book  measuring  eleven  by  five  inches,  con- 
taining some  sixty-four  pages,  sewn  together  at  one 
end,  and  of  Japanese  manufacture.  In  its  original  con- 
text it  would  have  been  used  vertically,  with  the 
narrow-  ends  at  the  top,  but  Foujita  has  used  it  in  the 
western  fashion,  the  only  exceptions  being  the  covers, 
on  both  of  which  there  are  inscriptions  in  his  own  fine 
Japanese  calligraphy.  One  reads  'Foujita  Store'  Paris, 
a  reference  which  is  explained  by  the  inscription  on  the 
other  'Daifuko-cho'  -  a  word  which  is  used  in  Japan  to 
describe  an  old-fashioned  type  of  ledger  or  account 
book.  Around  this  central  inscription  is  written  the 
date  'Month  of  October  .  .  .  Lucky  Day  .  .  .  Twelfth 
Year  of  the  Taisho  Period'  1923. 
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a.  Foujita's  'Journal', 
The  painter  and  chip-fryer 
Boyer  in  his  Studio  on  the 
Place  du  Tertre,  watercolour 
and  pencil,  11  X  15  inches. 
Private  Collection. 

b.  Foujita's  'Journal', 
Official  success :  the  artist 
is  received  by  the  President 
of  the  Salon,  and  stands 
beside  one  of  his  successful 
paintings  of  1 926,  ink 
and  watercolour, 
11x15  inches. 
Private  Collection. 
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Above. 

2.  Foujita's  'Journal', 
Incidents  at  Quimper,  with 
drawings  ofYouki.  Mitsouki, 
the  artist  and  others, 
ink  and  brush,  1 1  X  15  inches. 
Private  Collection. 

Below. 

4.  Foujita's  'Journal', 
he  Boeuf  sur  le  Toit  with 
Jacques  Doucet  at  the  piano 
and  Jean  Cocteau  seated  left, 
pencil  and  wash,  11  X  15  inches. 
Private  Collection. 


Right. 

3.  Foujita's  'Journal', 

The  artist  asleep  with  his  journal 

beside  him  and  Therese 

his  maid  at  left,  ink. 

Private  Collection. 

Bottom. 

5.  Foujita's  'Journal', 
Guy  andjacquline  Selz 
with  Youki,  ink, 
pencil  and  watercolour, 
11X15  inches. 
Private  Collection. 


The  first  impression  one  receives  from  the  work  is 
of  the  diversity  of  material  it  contains,  for  Foujita 
obviously  saw  it  not  only  as  a  record  of  his  activities, 
but  as  a  kind  of  visual  dictaphone  which  he  could  use 
to  record  -  as  Leonardo  did  in  his  'Notebooks'  -  ideas 
which  captured  his  interest  and  might  be  used  in  more 
ambitious  forms.  There  are  pages  of  erotic  fantasy, 
pages  covered  with  a  multitude  of  figures  and  activi- 
ties, others  with  single  figures,  heads  or  profiles,  com- 
plete works  of  art  in  themselves,  independently  of 
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their  context.  A  variety  of  media  is  used:  pen,  ink, 
brush,  pencil,  watercolour.  The  accompanying  text 
varies  in  length  and  content  from  mere  names  to  quite 
detailed  descriptions  of  scenes  or  sequences  of  events. 
There  is  a  constant  clement  of  wit  and  humour,  not 
only  in  the  actual  text,  but  in  the  frequent  use  of  visual 
whimsicality  in  the  line  and  colour.  To  those  whose 
knowledge  of  Foujita's  work  is  confined  to  his  paintings 
the  great  range  of  technical  virtuosity  will  come  as  a 
surprise.  Tailored  to  the  needs  of  each  particular  scene 
which  he  is  recording,  there  is  no  suggestion  of  the 
hieratic  deliberation,  the  studied  tranquility  of  his 
'public'  works.  On  one  page,  for  instance  there  are  two 
studies  of  Maurice  Utrillo,  the  first  a  simple  head,  the 
other  showing  him  in  his  studio,  seated  in  front  of  one 
of  his  paintings  on  an  easel,  wild-eyed,  hugging  himself 
with  an  air  of  frenzied  melancholy.  Here  the  brush- 
work  is  free,  attuned  to  its  intent  of  suggesting  the 
problems  haunting  this  brilliant  alcoholic.  According 
to  Youki2  this  drawing  was  done  on  the  same  day  as 
the  very  similar,  but  more  elaborate  drawing  of  the 
painter  Boyer.  'Boyer,  who  made  a  living  by  selling 
crisps  and  second-hand  furniture  lived  in  unbelievable 
confusion.  His  studio  and  shop  combined  looked  out 
over  the  place  du  Terte.  On  the  table  was  a  chip  frier 
with  vegetables  lying  around  it.  A  cat  was  asleep  on  a 
chair  which  was  for  sale.  All  over  the  place  there  were 
things  for  sale  -  an  old  umbrella,  a  broken  radio,  a 
gramophone.  The  walls  were  hung  with  paintings 
sonic  of  them  atrocious,  some  quite  interesting,  but 
none  by  himself.  In  the  middle  of  all  this  confusion 
Boyer  was  sitting  on  an  old  stool,  his  feet  in  sabots, 
painting  merrily  away.  The  table  had  not  been  cleared 
and  on  it  there  were  two  wine  bottles,  some  plates,  a 
glass,  bread,  slices  of  cold  meat  and  a  pipe.  Foujita 
produced  a  very  accurate  and  amusing  drawing  of  the 
scene'. 

To  this  same  category  of  elaborate  compositions 
belongs  a  sketch  of  the  interior  of  the  famous  Boeuf 
sur  le  Toit,3  a  night  club  in  the  rue  Boissy-d'Anglas 
launched  by  Jean  Cocteau,  who  is  seen  in  profile  on 
the  left.  Seated  at  the  piano  is  the  musician  and 
designer  Jacques  Doucet  who  achieved  fame  by  his 
irreverent  syncopated  variations  on  themes  by  Chopin. 

The  next  most  clearly  defined  type  of  work  in  the 
Journal  consists  of  straightforward  drawings  -  of  indi- 
viduals, of  faces,  or  of  anatomical  details,  including 


6.  Foujita's  'Journal', 
Van  Dongen  receiving 
the  Legion  d'Honneur : 
a  satire,  watercolour, 
11X15  inches. 
Private  Collection. 


a  remarkable  study  of  a  foot.  Executed  with  typical 
oriental  delicacy  of  touch  they  include  a  vivacious 
study  of  the  famous  model  Kiki4  which  epitomises  the 
whole  spirit  of  the  'twenties,  and  another  of  Foujita 
himself,  lying  stretched  out  asleep,  the  'Journal',  his 
glasses  and  a  brush  beside  him.  In  the  corner  of  this 
drawing  is  a  sketch  of  his  maidservant  Thercse,  who 
came  from  Brittany,  and  who  was  responsible  for 
introducing  Foujita  to  Les  Sables  Blancs,  a  small  sea- 
side resort  near  Quimpcr  where  he  and  Youki  used  to 
spend  their  holidays  with  friends  such  as  Guy,  Jean 
and  Jacqueline  Selz  members  of  a  delightful  family 
whose  name  crops  up  constantly  not  only  in  Foujita's 
'Journal',  but  in  the  biographies  and  reminiscences  of 
every  leading  cultural  figure  in  France  at  the  time. 
These  holidays  were  the  theme  of  one  of  the  most 
lively  sections  of  the  'Journal'  recording  with  ebullient 
felicity  the  jokes,  intimacies,  pranks  and  excursions  of 


7.  Foujita's  'Journal*, 
Aiaurice  Utrillo  in 
his  studio,  pencil 
and  watercolour, 
11x15  inches. 
Private  Collection. 


a  trouble-free  existence. 

Their  life  in  Paris  was  treated  with  the  same  pictor- 
ial verve.  Moving  house,  as  Foujita's  success  became 
more  marked,  visiting  their  friends  eating  and  drinking 
at  the  Coupole  or  the  Dome.  The  pages  swarm  with 
figures  -  Van  Dongen,  bearded  and  bewildered  re- 
ceiving the  Legion  d'Honneur;  Robert  Desnos,  the 
poet  and  writer,  who  was  to  die  in  a  concentration 
camp;  Philippe  Berthelot,  the  diplomat  and  collector; 
Prince  Susaka,  the  wealthy  patron  of  the  arts  whom 
Foujita  was  to  introduce  to  many  of  his  fellow  painters;5 
Akira,  his  nephew  from  Tokyo;  The  Hoffmann  Girls 
-  a  famous  troupe  of  circus  performers  -  in  the  nude. 
A  whole  past  world  springs  to  life  again. 


NOTES 

1.  Cf.  Youki  Desnos,  'Les  confidences  de  Youki',  Paris  1957. 

2.  Op  cit.,  pp.  61-63. 

3.  Reproduced  in  part  in  Armond  Lanoux  'Paris  1925', 
Delpire,  Paris  1957,  p.  88. 

4.  Cf.  Frederic  Kohner,  'Kiki  de  Montpaniasse',  Paris  1968 
and  Sisley  Huddleston,  'Back  to  Montpaniasse',  London 
I93I- 

5.  Cf.  J.  P.  Crespelle,  'Montpaniasse  Vivant',  Paris  1962,  in 
which  one  of  the  drawings  in  the  Journal  of  Youki  in  her 
new  dress  is  reproduced  on  page  166.  The  main  books  on 
Foujita  are  by  Paul  Morand,  Paris  1928,  and  G.  Bauer 
and  R.  Roy,  Paris  1958. 
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A  bronze  founder  and  sculptor 
of  the  late  sixteenth  century 

Giuseppe  de  Levis  of  Verona:  New  Discoveries 
Charles  Avery 


i.  Giuseppe  de  Levis 
after  G.  F.  Bonzagna. 
Deposition,  dated  1577. 
Musei  Civici 
d' Arte  Antica,  Ferrara. 


Since  the  original  trio  of  articles  about  Giuseppe  de  Levis  was  published  (The  Connoisseur, 
November  1972;  February  1973;  February  1974), 1  there  have  been  a  number  of  significant 
discoveries,  some  resulting  from  the  interest  of  colleagues,  who  could  contribute  information 
about  bronzes  not  known  to  the  author  at  the  time  of  writing,  some  from  the  subsequent 
publication  of  museum  catalogues,  and  some  from  the  beneficial  functioning  of  the  art  trade 
in  turning  up  new  material.  As  a  result,  we  can  considerably  extend  Giuseppe's  career  from 
the  brief  span  of  1 585-1600,  to  one  of  15 77- 160 5.  This  means  that  he  must  have  been 
born  about  1560  at  the  latest,  and  quite  probably  in  the  1550s.  We  also  now  know  that 
Bartolommeo  de  Pesenti,  the  foundryman  who  signed  certain  bronzes  bearing  decorative 
motifs  characteristic  of  de  Levis,  was  indeed  a  successor  of  the  seventeenth  century,  who 
perhaps  bought  up  his  studio  effects,  and  not  a  forerunner  or  contemporary:  two  more 
decorated  utensils  may  be  added  to  Pesenti's  oeuvre  as  well. 

The  new  starting  date  of  Giuseppe's  career,  1577, 
is  furnished  by  a  bronze  plaquette  showing  the 
Deposition,  published  in  a  recent  catalogue  of  an 
exhibition  in  Ferrara  (Nos.  1  and  2). 2  The  date  is  cast  in 
relief  on  the  back  in  clear,  Roman  numerals  within  a 
characteristic  wreath  and  opposite  a  similar  cartouche 
with  the  remains  of  his  normal  signature :  '  .  .  .  di  .  .  . 
verona  mi  fece'.  The  plaquette  appears  to  be  a  sand- 
cast  with  mediocre  definition  and  not  much  after- 
working,  taken  from  a  design  normally  credited  to 
Gian  Fcderigo  Bonzagna  (active  1 547-1 575)  the  gold- 
smith and  medallist  from  Parma,  active  at  the  Papal 
mint  in  Rome  during  the  1550s.3  In  character,  it  is 
closely  related  to  Giuseppe's  signed  bronze  relief  ot  the 
Deposition  in  Berlin,  after  della  Porta  or  Vittoria.33 

The  bronze  artefact  that  gives  the  new  terminal  date 
for  Giuseppe's  activity  is  a  finely  detailed,  small  mortar 
(height:  14  cm.),  which  recently  passed  through  the 
salerooms  of  Sotheby  Parke-Bernet  in  New  York  and 
is  currently  on  loan  to  the  Victoria  and  Albert  Museum 
London  (No.  3) . 4  It  shares  with  the  mortars  in  Florence 
and  Diisscldorf  the  typical  lower  frieze  of  biform 
harpies,  but  its  profile  differs  sightly  from  their  in- 
verted bell-shape  and  has  a  plain  concave  moulding 
round  the  foot.3  The  upper  rim  is  decorated  with  a 
frieze  of  rinceaux,  not  previously  found  in  Giuseppe's 
repertory  of  motifs.  Most  important,  there  is  a  large, 
ribbon-like  label  in  the  field  bearing  the  date  1605  in 
Roman  numerals,  and  directly  below,  an  oval  car- 
touche with  the  classic  signature:  'ioseph/de  levis/ 
ver./f'.  At  the  three  other  cardinal  points  of  the  com- 
pass (when  the  mortar  is  thought  ot  in  ground  plan), 
are  worn  casts  of  ancient  Roman  Imperial  coins  in 


2.  Giuseppe  de  Levis.  Deposition,  reverse  of  No.  1. 
Cartouches  with  remains  of  signature  and  date  1577. 

3.  Mortar  by  Giuseppe  de  Levis,  dated  1605. 
On  loan  to  the  Victoria  and  Albert  Museum,  London. 
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relief.  These  were  a  standard  form  of  decoration  in  the 
age  of  Humanism  and  appear  on  another  recently  dis- 
covered bronze  of  de  Levis,  a  Calvary,  where  they  arc 
rather  improbably  impressed  in  the  earth  and  would 
have  been  grossly  out  of  scale  with  the  (lost)  Crucified 
Christ  above  (Nos.  4  and  5).  They  do  not  appear  to 
have  been  the  same  coins  in  either  case:  although  they 
may  have  been  taken  from  genuine  Roman  originals, 
the  easts  might  also  have  been  derived  from  the  fakes 
produced  by  Paduan  founders  such  as  Cavino,  though 
none  seems  to  be  specifically  by  him. 

The  Calvary  is  the  third  signed  bronze  to  have  mat- 
erialised since  the  earlier  corpus  of  work  was  published 
(Nos.  4-6).  It  has  a  curious  history,  having  been 
assembled  with  a  disparate  Crucifix,  possibly  by  the 
Florentine  dealer  Stetano  Bardini,  in  whose  famous  sale 
of  1899  it  appeared  under  a  general  attribution  to,  of 
all  people,  Brunelleschi/' 

The  complex  \\  as  recently  brought  in  to  the  Victoria 
and  Albert  Museum  for  an  expert  opinion,  when  its 
incongruity  was  first  remarked  upon  and  then  the 
signature  discovered  underneath,  almost  hidden,  on 
the  side  of  the  socket  into  which  the  foot  of  the  cross 
slots  (No.  6).  Unfortunately  there  is  no  date,  and  the 
skull  symbolising  Golgotha,  as  well  as  the  Crucifix, 
are  not  by  de  Levis.  While  Bardini  might  be  forgiven 
for  overlooking  the  concealed  signature,  he  might 
have  been  expected  to  make  a  better-informed  guess 
at  the  place  of  origin  of  the  Calvary,  for  it  is  thoroughly 
'Paduan'  in  type  and  facture.  Had  a  later  owner  attri- 
buted it  to  Bartolommco  Bellano  on  the  strength  of  its 
similarity  to  the  celebrated  Mountains  of  Hell,  initially 
ascribed  by  von  Bode  in  1906/7  to  that  artist,  he  might 
have  been  awarded  'good  marks  for  trying'.  He  would 
still  have  been  w7rong,  however,  for  Dr.  Manfred 
Leithe-Jasper  of  the  Kunsthistorisches  Museum  in 
Vienna  has  recently  demonstrated,  on  the  strength  of 
documents  first  published  by  Erice  Rigoni,  that  these 
Mountains  of  Hell  were  a  standard  part  of  the  oeuvre  of 
another  scarcely-known  Paduan  sculptor/bronzc- 
founder,  Agostino  Zoppo  (c  1520-1572).7  There  is  a 
distinct  similarity  between  the  deliberately  rough  cast- 
ing of  the  mounds  of  earth  and  rock,  with  indentations 
to  accommodate  separately  cast  components,  the  skull 
of  Golgotha  in  the  present  instance,  and  victims  of  eter- 
nal punishment  in  the  case  of  the  Mountains  of  Hell.  The 
separate  castings  were  dowelled  or  screwed  into  holes 
in  the  respective  bases  and  have  tended  to  suffer  the 
same  fate,  becoming  detached  and  lost.  De  Levis  also 
decorated  his  Calvary  with  snails  and  fossils  integrallv 
cast  with  the  mound,  and  possibly  taken  directly  from 
nature,  in  the  Paduan  tradition.  The  Roman  coins, 
included  no  doubt,  to  indicate  the  historical  period  of 
the  Crucifixion,  have  been  discussed:  among  them  is  to 
be  found  what  looks  like  a  Venetian  coin  w  ith  the  w  ing- 
cd  lion  of  St.  Mark,  contemporary  with  the  casting. 
The  mound  rises  from  a  rectangular  architectonic  base 
with  two  friezes  of  ornamental  mouldings,  and  the 


whole  is  raised  on  four  feet  composed  of  acanthus 
leaves  (forming  a  kind  of  body)  and  tour  heads,  which 
project  above  the  base,  facing  diagonally  upwards  and 
outwards  from  each  corner.  The  system  is  broadly- 
speaking  analogous  with  Giuseppe's  presentation  of 
the  tableau  of  Christ  and  the  Samaritan  at  the  Well.8 
Giuseppe's  final  surprise  is  the  inclusion  on  a  minute 
scale  and  in  low  relief  of  creatures  which  have  no 
bearing  on  the  iconography  of  the  Crucifixion  but 
may  have  had  a  heraldic  significance  for  the  original 
owner  (No.  5) :  a  boar  (repeated  twice)  and  a  curious 
bird  (perhaps  a  phoenix).  It  seems  fairly  clear  that  in 
this  case  he  was  adapting  Zoppo's  recent  Mountains  of 
Hell  to  an  analogous,  Christian  iconography,  probably 
for  one  of  his  Veronese  patrons.  Whether  there  is  any 
causative  connection  between  Zoppo's  demise  and 
Giuseppe's  emergence  remains  to  be  seen,  as  the  picture 
of  the  activities  of  bronze  foundries  in  the  Veneto 
emerges  more  clearly  with  further  study. 

In  the  third  article  about  Giuseppe  de  Levis,  the 
question  of  his  door-knockers  was  raised:9  it  was 
remarked  that  two  at  least  were  recorded  in  earlier 
literature  but  none  was  known  at  the  time  of  writing. 
This  situation  has  been  rectified  by  the  recent  appear- 
ance on  the  art  market  in  Munich  of  a  knocker  bear- 
ing his  oval  trademark  and  the  date  1600  on  its  reverse 
(No.  7). 10  It  is  unique  in  design,  though  conforming 


7.  Knocker  by  Giuseppe  de  Levis, 
dated  1600. 

Private  Collection,  Switzerland. 
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to  the  lyre-shape  normal  for  these  objects.  At  the  top 
is  a  bust  (possibly  of  a  Roman  emperor) ;  this  is  flanked 
by  two  ferocious  lion's  heads  facing  outwards,  with 
bodies  below  formed  out  of  stylised  acanthus  leaws, 
combined  improbably  with  a  human  female  breast  at 
each  side.  Below  is  a  grimacing  face  of  the  'Green 
Man'  type  peering  out  of  the  acanthus  leaves  -  this 
reminds  one  of  the  well-known  heads  by  Sevcro  da 
Ravenna  on  his  dragon  inkwells  and  claw-foot  lamps. 
Within  this  exotic  frame  is  a  tiny  putto  seated  on  a 
scroll.  The  knocker's  heterogeneous  design  is  charac- 
teristic of  a  foundryman's  eclectic  methods  of  compo- 
sition. However,  it  makes  up  in  sheer  ebullience  of 
modelling  for  what  it  lacks  in  aesthetic  refinement.  It 
may  be  worth  quoting  in  translation  the  passage  from 
Zannandreis,  'Le  Vite  dei  Pittori  Scultori  e  Architetti 
Veronesi',  cited  in  the  Italian  in  my  third  article:11 
'That  de  Levis  was  the  author  of  some  of  the  bronze 
knockers  with  masks  and  so  on,  worked  with  much 
vigour  (lavorati  con  qualche  gusto),  that  are  to  be  seen  in 
some  numbers  on  the  doors  of  houses,  is  proven  by  a 
knocker  with  a  mask  that  was  removed  in  May  183 1 
from  the  door  of  the  Pome  ai  Leoni  house,  for  on  its 
reverse  was  found  an  inscription  with  his  name: 
"Ioscfo  Levi  fece"  '.  While  the  mask  appeared  in 
most  of  the  knockers  in  Verona,  according  to  this 
author,  one  wonders  whether  the  presence  of  the  two 
prominent  lion's  heads  on  this  particular  example, 
with  the  air  of  heraldic  supporters,  may  not  indicate  a 
provenance  from  a  house  with  so  suggestively  similar  a 
name  -  Pome  ai  Leoni.  The  comparative  coarseness  of 
its  design  and  execution  provide  a  touchstone  by  which 
to  re-assess  the  three  attributions  of  knockers  to  de 
Levis  made  in  the  earlier  article.  Of  the  two  bronzes  in 
the  Victoria  and  Albert  Museum,12  the  Benaglio 
knocker  (3010-1857),  also  of  less  than  fine  quality,  is 
consistent  with  the  signed  one,  but  the  other,  with 
Abundance  flanked  by  herms  (a.  8-1961),  should  now 
be  excluded  from  Giuseppe's  oeuvre,  as  differing  too 
radically  in  style  and  aesthetic  excellence.  The  knocker 
formerly  in  the  Botkinc  Collection,  St.  Petersburg 
(judging  from  the  engraving  in  the  catalogue),  corres- 
ponds reasonably  well  with  the  Munich  piece  and 
should  be  retained  as  a  possible  candidate. 

From  new,  signed  works  we  turn  to  one  that  is 
associable  with  de  Levis  and  his  sculptor/partner  de 
Rossi  on  stylistic  grounds  alone.  This  is  an  impressive 
figure  of  St.  John  the  Baptist  formerly  in  the  Trivulzio 
Collection,  Milan,  and  now  in  the  Cleveland  Museum 
of  Art  (Nos.  8  and  9). 13  Formerly  attributed  to 
Jacopo  Sansovino,  it  was  noted  by  the  author  on  a 
visit  some  years  ago  as  a  close  cousin  of  one  of  the 
bronzes  on  the  holy  water  stoups  in  San  Giorgio 
Maggiore,  signed  jointly  by  Angelo  de  Rossi  and 
Giuseppe  de  Levis. 14  The  only  notable  differences  in 
the  Cleveland  St.  John  arc  that  he  looks  to  his  right, 
instead  of  to  his  left,  and  is  not  accompanied  by  the 
symbolic  sheep  which  lies  at  his  feet  in  Verona,  while 


io.  Bell,  attributed  to  Giuseppe  de  Levis. 

the  socle  is  circular  and  has  a  plain,  vertical  edge, 
instead  of  being  moulded  and  ornamented  with  in- 
verted acanthus  leaves.  There  is  no  signature,  but  it 
may  be  that  this  appeared  elsewhere  on  the  complex 
which  the  statuette  once  crowned.  The  modelling  is 
convincing  but  nervous  and  the  bronze  has  a  very 
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effective  surface,  catching  the  light  with  a  flicker  that  is 
redolent  ot  life  and  movement.  The  gaze  is  sharply 
focused  and  there  is  an  expression  of  pathos  on  the  face 
which  gives  a  distinct  feeling  of  barely  suppressed 
emotion  to  the  figure. 

After  reading  my  first  article  on  Giuseppe  de  Levis, 
Mr.  Ronald  Lee  kindly  drew  attention  to  a  hand-bell 
in  his  possession  which  corresponded  closely  to  the  type 
associated  with  de  Levis,  though  lacking  a  signature, 
identifying  inscription  or  date  (No.  io).15  The  handle, 
formed  of  a  tiny  version  of  a  Bellano  Shepherd  Boy,  is 
not  original.  Two  unusual  features  are  that  the  upper 
frieze  of  biform  harpies  is  cut  off  at  approximately  the 
waist-level  of  the  figures :  and  that  the  coats-of-arms 
in  their  cartouches  arc  supported  by  nude  putti  instead 
of  the  warriors  or  draped  females  found  on  Giuseppe's 
other  bells. 

While  dealing  with  bells  connected  with  de  Levis, 
it  may  be  of  interest  to  record  that  the  one  with  the 
arms  of  Gagiona,  formerly  in  a  private  collection  at 
Hanover,  has  since  been  acquired  by  the  Victoria  and 
Albert  Museum  (a.  16-1973). 16  Another  reference  to  a 
bell  in  an  old  sale  catalogue  has  been  discovered,  and 
it  does  not  appear  to  correspond  with  any  known  at 
present:  M.  Guggenheim  Sale,  Venice,  30  September 
-  4  October  191 3,  lot  122:  'sonnette  Avec  ornaments 
en  relief  ct  figures  de  saints.  Inscription:  Joseph  .  de  . 
levis  .  fer  [sic]  .  f  .  H.  19  cm.'.  A  pair  of  candelabra  in 
bronze,  without  a  signature,  but  similar  to,  and  prob- 
ably identical  with,  the  pair  formerly  in  the  collection 
of  Sir  John  Martin-Harvey  and  attributed  to  Giuseppe 
de  Levis,  has  been  located  by  the  author  in  the  Art 
Institute  of  Chicago  (No.  n).17  Their  technical  charac- 
teristics are  consistent  with  Giuseppe's  other  bronzes, 
but  the  absence  of  a  signature  is  disquieting. 


11.  Candelabra, 
attributed  to 
Giuseppe  de  Levis. 
Art  Institute,  Chicago. 
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12.  Bell  by  Bartolommeo  de  Pesenti  of  Verona, 
dated  1676.  Louvre,  Paris. 


BARTOLOMMEO  DE  PESENTI 

I  owe  to  my  colleague  M.  Bcrtrand  Jestaz,  Conser- 
vateur  in  the  Department  of  Objets  d'Art  at  the 
Louvre,  knowledge  of  a  fine  bell,  bearing  inside  the 
inscriptions  in  relief  'bpf',  below  a  cross,  and  the  date 
1676  (No.  12). 18  The  initials  can  bardly  be  other  than 
those  of  Bartolommeo  de  Pesenti,  as  found  on  the 
interior  of  the  bell  in  the  Bargello,  published  in  my 
first  article,  with  an  V  for  'Fecit'  added.19  The  date 
finally  establishes  that  he  was  active  almost  a  century 
after  Giuseppe  and,  somewhat  ironically,  transfers  to 
him  the  undistinguished  role  of  'later  imitator'  -  'eine 
spate  Nachbilder  des  Barocks'  -  originally  assigned  by 
Planiscig  (under  a  misapprehension)  to  Giuseppe  de 
Levis.20  The  bell  shares  with  the  initialled  one  in  the 
Bargello  the  frieze  of  bucrania  (bulls'  skulls)  and  paterae 
(round  dishes)  at  the  top  of  the  body.  Neither  this,  nor 
the  main  frieze  of  seated  griffons  facing  each  other 
across  a  stylised  plant,  nor  the  frieze  of  overlapping, 
inverted  acanthus  leaves  round  the  rim,  are  characteris- 


tic of  de  Levis.  It  is  to  be  hoped  that  round  this  new 
type  may  ultimately  be  grouped  a  number  of  similar, 
but  unsigned  and  undated  bells :  it  should  be  borne  in 
mind,  however,  that  Bartolommeo  may  in  this  case 
too  have  been  copying  earlier  motifs.21  For  example, 
it  is  hard  to  believe  that  a  bell  in  the  Kress  Collection 
(National  Gallery  of  Art,  Washington),  which  shares 
much  of  this  repertory  of  ornament,  is  not  sixteenth 
century  in  origin.22 

A  second  mortar  bearing  the  remains  ot  Pcscnti's 
name  in  a  cartouche  on  the  outside,  'bartolameus  de 
.  .  .  s  .  .  .  ti  .  vero  .  ops'  has  been  found  by  the  author 
in  the  Boymans-van  Beuningen  Museum,  Rotterdam 
(No.  13).23  In  this  context,  it  seems  worth  illustrating 
the  similar  mortar  in  the  Bargello  with  its  fully  legible 
inscription,  published  but  not  reproduced  in  my  first 
article  (No.  14). 24  The  profiles  of  both  are  similar,  as 
are  the  circular  wreaths  filled  with  inscription  or 
Roman  Emperor  heads,  which  are  centred  between 
single  acanthus  leaves  in  the  main  fields.  The  Rotter- 
dam mortar  is  however  enlivened  with  a  pair  of  pro- 
jecting handles  which  take  the  form  of  horses'  heads, 
while  its  lower  band  of  decoration,  which  is  composed 
principally  of  anthemia  suspended  between  dolphins' 
tails,  is  not  taken  from  the  repertory  of  de  Levis,  so 
far  as  it  is  known. 

It  is  interesting  to  see  in  what  directions  the  oeuvre 
of  a  busy  and  idiosyncratic  bronze-founder  and  sculp- 
tor such  as  Giuseppe  de  Levis  expands  when  the  efforts 
of  a  number  of  colleagues,  in  the  museum  profession 
and  the  art  trade,  are  concerted.  Such  discoveries, 

13.  Mortar  by  Bartolommeo  de  Pesenti. 
Museum  Boymans-van  Beuningen,  Rotterdam. 


- 
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14-  Mortar  by  Bartolomineo  de  Pescnti. 
Museo  Nazionale  del  Bargello,  Florence. 

w  hich  are  mostly  trivial  when  seen  in  isolation,  serve 
gradually  to  clarify  and  document  the  complex  picture 
of  artistic  bronze-casting  in  the  Veneto  during  the  long 
drawn-out  twilight  of  the  Renaissance.  Such  clarifica- 
tion can  only  be  achieved  by  a  spirit  of  unselfish  and 
international  co-operation  such  as,  happily,  is  to  be 
found  among  students  of  sculpture  in  the  present 
generation  and  it  is  to  these  colleagues  that  one  owes 
the  possibility  of  adding  another  block,  albeit  small,  to 
the  edifice  of  scholarly  knowledge  in  a  neglected  back- 
water of  Italian  sculpture. 
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7.  Manfred  Lcithc-Jaspcr,  'Beitragc  zum  Wcrk  des  Agostino 
Zoppo',  in  Jahrbuch  des  Stifles  Klostemeuburg,  n.f.,  Band  9, 
1975,  pp.  109-138,  esp.  pp.  124-133  and  figs,  51-59. 

8.  Avery,  2,  1973,  colour  plate,  p.  87,  and  no.  1 5. 

9.  Avery,  3,  pp.  127-128. 

10.  I  am  grateful  to  my  colleague  Dr.  Peter  Volk  of  the 
Baycrischcs  Nationalmuscum  for  drawing  my  attention 
to  the  piece  and  supplying  a  photograph. 

11.  Avery,  3,  note  10. 

12.  Avery,  3, 110s.  13  and  14  and  notes  13  and  14. 

13.  Museum  no.  52.276:  W.  Wixom,  'Bronzes  from  Ohio 
Collections',  Cleveland  Museum  of  Art,  1975. 

cat.  no.  133  as  'Angelo  dc  Rossi'. 

14.  Avery,  2,  1973,  pp.  90-93,  no.  6. 

15.  Height  (excluding  terminal  figure):  7.5  cm.; 
Diameter:  8  cm. 

16.  Avery,  1,  1972,  nos.  1 1-12. 

17.  Museum  no.  1964,  1219/20,  Edward  E.  Ayer  Fund 
(income),  purchased  from  Pietro  Accorsi,  Turin. 
Height:  9|  inches.  I  am  grateful  to  my  colleague 
John  Keefe  for  help  in  obtaining  the  photograph. 
Cf.  Avery,  3, 1974,  no.  9:  n.  b.  the  bent  rim  of  one  of 
the  candle-sockets  on  the  right-hand  example  in  each 
photograph  corresponds. 

18.  No.  r.  56;  Height:  8.8  cm.;  Diameter:  9.6  cm. 
(excluding  handle,  which  is  a  replacement). 

19.  Avery,  1,  1972,  pp.  187-188,  nos.  16-17. 

20.  Avery,  1,  1972,  p.  180  and  note  2. 

21.  Eg.  Stefano  Bardini  Sale,  Christie's  London,  5-7 June 
1899,  nos.  19-20;  idem.  Sale,  Christie's,  London, 

26-28  May  1902,  no.  13;  Maurice  Kann  Collection  Sale, 
Paris,  5-8  December  1910,  no.  353;  Museum  fur  Kunst 
und  Gewerbe,  Hamburg,  Inv.  no.  1873,  321. 

22.  J.  Popc-Henncssy,  'Renaissance  Bronzes  from  the 
Samuel  H.  Kress  Collection',  London,  i96-,]no.  538. 

23.  No.  L.  36,  Height:  19.5  cm.;  Diameter:  19.7  cm. 
Ex-coll.  Schuster,  Berlin.  I  am  grateful  to  my  colleague 
Miss  De  Ncevc  for  assistance  in  studying  the  mortar, 
examining  the  files  of  the  museum  and  obtaining  the 
photograph. 

24.  Mus.  Naz.  Bargello,  No.  706(3263  r),  cf,  Avery,  1, 
1972,  p.  187. 
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1.  C.  Avery,  'Giuseppe  dc  Levis  of  Verona  -  a  bronze 
founder  and  sculptor  of  the  later  sixteenth  century. 

1  -  Bells  and  mortars',  The  Connoisseur,  Vol.  181,  No.  729, 
November  1972,  pp.  179-188 ;  idem.,  'Guiseppe  de  Levis  . . . 
etc.  2  -  Figure  style',  The  Connoisseur,  Vol.  182,  No.  732, 
February  1973,  pp.  87-97;  'Giuseppe  de  Levis  .  .  .  etc. 
3  -  Decorative  Utensils  and  Domestic  Ornaments', 
The  Connoisseur,  Vol.  185,  No.  744,  February  1974, 
pp.  123-129.  Cited  hereafter  respectively  as  'Avery,  1, 
1972';  'Avery,  2,  1973';  'Avery,  3,  1974'. 

2.  R.  Varese,  'Placchette  c  bronzi  nelle  Civichc  Collezioni', 
(Comune  di  Fcrrara)  Florence,  1975,  no.  13: 

Height  21  cm.;  Width  16  cm. 

3.  W.  D.  Wixom,  'Renaissance  Bronzes  from  Ohio 
Collections,'  Cleveland  Museum  of  Art,  1975,  no.  13  5; 
'The  Salton  Collection:  Renaissance  and  Baroque  Medals 
and  Plaquettes,'  Bowdoin  College  Museum  of  Art, 
1965,  no.  165. 

3a.  Avery,  2,  1973,  p.  88,  no.  1. 

4.  Sotheby  Parke-Bernet  Inc.,  New  York,  Sale  no.  3765, 
30  May  1975,  no.  34  (repro.);  Victoria  and  Albert 
Museum,  anonymous  loan,  1976,  I  am  grateful  to  the 
owner  for  lending  the  mortar  for  study  and  exhibition 
purposes,  and  for  his  permission  to  publish  it. 

5.  Avery,  1, 1972,  pp.  182-184,  nos.  6-8. 

6.  Bardini  Sale,  Christie's,  London,  5  June  1899,  PI.  38, 
No.  469.  Dimensions:  Height:  13  cm.;  Width:  24  cm.; 
Diameter:  13  cm.  I  am  grateful  to  its  owner  for  his 
permission  to  study,  photograph  and  publish  the  bronze. 
My  colleague  Anthony  Radcliffe  first  observed  the 
signature. 
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The  furnishing  of  Holyroodhouse 
in  1668 


Margaret  Swain 


In  1660,  with  the  Restoration  of  Charles  u,  the  Palace  of  Holyroodhouse,  where  the 
Privy  Council  of  Scotland  held  its  meetings,  was  in  a  ruinous  condition.  During  the 
Commonwealth,  a  detachment  of  Cromwell's  foot  soldiers  had  been  quartered  there, 
and  a  fire  had  broken  out,  causing  much  damage.  Some  repairs  were  made,  but  it  was  by 
no  means  watertight,  and  further  repairs  had  to  be  made  in  1661.  The  palace  had  been 
denuded  of  furnishings.  In  1660  King  Charles  had  ordered  Sir  Alexander  Auchmuty, 
Master  of  the  Wardrobe,  to  make  a  search  for  goods  lost  which  were  'by  reason  of  the 
late  Troubles  miscarried  out  of  our  houses  and  present  possession'  but  the  search  appears 
to  have  been  unproductive. 


The  Royal  collection  of  furniture  at  the  Palace  of 
Holyroodhouse  includes  six  oak  chairs  (No.  2) 
covered  in  Turkey  work.  They  are  the  survivors  of  an 
extensive  consignment  of  furnishings  bought  in 
London  in  1668  and  1685. 

On  T7  March  t668  a  letter,  headed  'Whitehall' 
was  despatched  to  Edinburgh: 


Ritflit  Hotib'e 

Wee  have  received  the  Note  of  such  things  as  are  to  be 
provided  for  the  Council!  and  Sessioti  Iwuse;  And  in 
order  to  the  providing  of  them  Wee  went  in  to  London 
yesterday ;  At  one  Shop  wee  found  four  suit  of  Hangings 
near  to  that  measure  which  you  sent ;  And  wee  saw 
likeways  at  Mr.  Branhie's  in  Great  St.  Bartholomeo's 


The  Royal  palace  ofHolyrood  Iloiifr. 


1.  The  Royal  Palace  ofHolyrood  House.  From  William  iMaitland's  'History  of  Edinburgh',  1753.  Engraved  by  P.  Foudrinier. 
The  Council  Chamber  designed  by  Bruce  occupied  the  first  floor  of  the  right  hand  tower.  City  of  Edinburgh  Public  Library. 
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That  suit  of  the  Story  of  Cyprus,  for  which  1 60  lib.  was 
demanded  from  the  Earle  of  Tweeddale.  All  the  five 
suites  arc  mar  of  one  measure ;  hut  non  of  them  full 
thirty  five  yards  in  Compass,  yet  1 1  'ee  think  they  may 
serve  turn.  ( )ur  opinion  is  that  the  best  of  all  is  that 
Landskip  suit  which  is  the  second  on  the  enclosed  Sow. 
It  is  both  fresher  and  finer  than  that  of  Cyprus  in  Great 
St.  Bartholomeo's.  Wee  think  that  of  Cyrus  the  next  best, 
and  tliey  are  much  about  one  measure.  Wee  hare 
appointed  them  two  suites  to  be  kept  till  we  receive  your 
Answere.  And  in  our  opinion  tliey  are  fittest  for  the 
purpose:  If  you  approve  of  it,  and  send  us  Bills  for  them, 
1 1 V  shall  buy  them ,  and  send  them  home  by  the  fu  st 
convcuiency ;  for  which  we  desire  your  speedy  Answer. 

In  order  to  the  providing  oj  ti  large  Carpet  lor  the 
Councill  board  1 1  Vc  enquired  lor  that  carpet  which  the 
Earle  of  Tweeddale  saw,  but  it  is  gone.  At  the  other 
Shop  wee  found  divers  largi  Carpets  whose  measure  and 
prices  you  will  see  in  the  enclosed  Note.  Ami  to  the  <  //</. 
you  might  the  better  chuse ,  1 1  ee  semi  you  the  measure 
of  the  Councill  Table  here  in  1 1  'hitehall,  and  for  such  a 
one  Wee  conceive  the  third  Carpett  in  this  note  will  be 
fittest.  But  if  you  would  have  the  Councill  board  longer 
and  broader  then  that  here,  you  may  choise  any  of  the 
two  first.  Let  us  know  your  mind  and  you  will  be  obeyed. 
You  will  see  by  the  enclosed  Note  that  Lether  coverts  to 
the  carpetts  are  very  dear ;  tliey  an  not  used  here ;  But  if 
you  would  have  them  upon  advertisement  they  shall  be 
provided. 

You  will  see  the  price  of  your  Turky  Chaires,  such  as 
we  choised  for  the  best.  At  St.  Bartholomeo's  we  were 
askt  six  shillings  a  piece  more  for  the  very  same ;  1 1  ee 
shall  provide  the  Crimson  Velvet  Chair  of  State,  ami 
the  Sconces:  But  wee  would  desire  to  know  more 
particularly  what  sort  of  Candlesticks  of  beaten  brass 
you  would  have. 

A  pendulum  Clock  togoe  a  week  in  a  plain  black  case 
with  weights  to  strike  will  cost  twenty  pounds.  If  the 
case  be  fine  and  trimm'd  with  gilt  brass,  it  will  cost 
thirty.  Mine  is  but  a  watch  &  cost  sixteen  ;  you  may 
choise  which  of  the  three  kinds  you  will  have  and  it  shall 
be  made  ready.  The  Mayse  shall  be  provided  of  the 
bignes  they  use  them  here,  with  the  Amies  right 
quartered,  and  you  shall  be  advertised  of  the  Price  of  it. 

The  peece  of  Hanging  with  the  King's  Amies  Jor  the 
Session  House  will  be  longest  a  doing,  but  it  shall  be  bespoke. 

Send  the  measures  of  that  purple  velvet  carpet  you 
would  have  under  the  Cushcns,  and  it  will  be  provided. 

In  all  these  we  expect  a  speedy  answer,  and  Bills;  for 
all  must  be  bought  with  ready  money. 

The  King's  picture  is  a  doing  by  Air.  Lillic  and  it 
shall  be  quickened. 

Wee  are 

Your  Lops  humble  Servants 

Lauderdaill 

Belleudcn 

To  the  Earle  oj  Tweeddale,  To  be  communicated  to  the 
rest  of  the  Commissioners  of  the  Thesaury  in  Scotland  A 


2.  Oak  chair  with  turned  stretcher.  Turkey-work  seat 

and  back,  with  a  floral  design  on  a  black  ground.  There 

are  the  remains  of  a  woollen  fringe  around  the  seat  and 

lower  edge  of  the  back.  Several  dozen  of  these  chairs 

were  bought  in  London  in  1668. 

Height:  91.5  cm.;  Width:  48  cm. 

By  gracious  permission  of  Her  Majesty  the  Queen. 

The  furniture  listed  in  this  letter  was  therefore 
urgently  required  to  restore  dignity  and  prestige  to  the 
deliberations  of  the  Privy  Council,  and  also  to  the 
Session  House,  where  the  Lords  of  Session,  the  High 
Court  of  Judges,  met  to  hear  pleas  and  to  dispense 
justice.  In  1668  they  appear  to  have  occupied  a  part  of 
the  Parliament  House.2 

It  is  not  clear  why  the  refurnishing  of  these  state- 
offices  should  have  been  delayed  for  eight  years  after 
the  Restoration.  Possibly  temporary  furniture,  bought 
or  borrowed,  had  been  in  use.  It  may  be  that  Lauder- 
dale himself  had  initiated  the  request.  The  magnific- 
ence of  his  own  surroundings  may  still  be  envisaged  at 
Ham  House,  Richmond,  which  he  and  his  second  wife, 
Elizabeth,  Countess  of  Dysart,  extended  and  furnished. 

John  Maitland,  Earl  of  Lauderdale  (1610-1682: 
created  Duke  in  1672)  had  been  appointed  Commis- 
sioner (Secretary  of  State)  for  Scotland  the  previous 
year,  and  was  to  become  the  most  powerful  and  the 
best  hated  man  in  Scotland  during  his  tenure  of  office. 
Nevertheless,  Edinburgl  owes  him  a  debt  of  gratitude, 
for  he  was  instrumcn  al  in  persuading  the  King  to 
rebuild  the  palace  of  Holyroodhouse,  with  William 
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Bruce  as  surveyor  and  John  Mylnc  as  master  mason. 
Before  the  rebuilding  was  accomplished,  the  meetings 
of  the  Privy  Council  took  place  in  part  of  the  old 
palace  used  by  the  Stuart  kings  until  James  vi  succeeded 
to  the  throne  of  England  in  1603.  A  new  Council 
Chamber  was  included  in  the  plans  for  rebuilding. 
Lauderdale's  letter  was  received  in  Edinburgh  and  read 
at  a  meeting  on  10  April.  The  suggestions  were  quickly 
acted  upon.  Surviving  accounts  show  that  most  of  the 
turniture  arrived  by  sea  during  the  summer.  The  Dis- 
charge for  most  of  the  bills  was  signed  by  Lauderdale 
at  Whitehall  on  1 1  June  1668.3 

The  Council  were  undeterred  by  the  price,  one 
hundred  and  sixty  pounds,  demanded  for  the  tapestries 
of  the  Story  of  Cyrus,  which  the  Earl  of  Twceddale,  one 
of  Lauderdale's  two  Regents  in  Scotland,  had  ap- 
parently considered  excessive,  for  the  Discharge  lists: 

May  20  To  Mr.  Branshic  for  Bill  and  acquittance, 

One  hundred  and  sixty  Pounds  ten  shillings. 

John  Auchmuty,  who  had  succeeded  his  father  as 
Master  of  the  Wardrobe,  described  them  in  the  In- 
ventory of  1685  as:4 


Item  ane  Sute  ofBruxeUs  liangings  containing  8 pieces 
with  the  history  of  King  Cyrus  Deepness  3\  ells 

Circuit  31  ells 

These  are  all  in  the  Session  House. 

They  were  still  in  the  Session  House  in  1714.5  Their 
present  whereabouts  are  as  yet  unknown.  The  'Land- 
skip'  set  recommended  by  Lauderdale  must  also  have 
been  bought,  for  although  no  separate  bill  survives,  the 
1685  inventory  lists: 

Item  ane  Sute  ofBruxeUs  work  Landskip  hingings 
containing  Eight  piece  Deepness  3^  ells 

Circuit    31  ells 

precisely  the  same  size  as  the  Cyn/5  hangings  as  men- 
tioned in  Lauderdale's  letter.  In  1714  four  pieces  were 
hung  in  the  Exchequer  room,  the  other  four  'hang  in 
the  Dineing  Room  of  the  Abbey  [of  Holyroodhouse] 
for  preservation'.  These  have  not  so  far  been  identified. 


3.  Niobe  dissuading  the  people  from  offering  worship  to  Latona, 
tapestry  panel  from  a  set  of  six  of  The  Story  of  Diana 
woven  in  Paris  after  designs  by  Toussaint  Debreuil. 
This  appears  in  the  Inventory  of  Holyroodhouse  1685. 
By  gracious  permission  of  Her  Majesty  the  Queen. 


1 
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Two  other  sets,  besides  the  Cyrus  and  'Landskip'  arc 
listed  in  the  1685  inventory.  One  is  unnamed,  but 
appears  in  the  1714  inventory  as  The  Destruction  0] 
Troy,  five  pieces.  Two  panels  that  might  ht  this  descrip- 
tion remain  at  Holyrood :  one  of  Aeneas  carrying  his 
father  Anchiscs  from  burning  Troy,  the  other  of  the 
Greek  Sinon  brought  before  King  Priam.  Also  listed 
in  1685  is: 

Ane  sute  of  fync  Bruxells  hangings  containing  seven 
pieces  wherein  is  described  the  history  of  Diana 

Deepness  4  ells 
Circuit    2  yells 

This  would  appear  to  be  the  set  still  at  Holyrood 
(No.  3),  now  of  six  pieces,  which  can  still  be  described 
as  fine,  although  it  is  French  and  not  Brussclls,  woven 
in  Paris  after  designs  said  to  be  by  Toussaint  Debreuil. 
The  accounts  reveal  that  one  of  these  two  sets  was  pur- 
chased in  Edinburgh.  On  8  December  1668,  John 
Cupar,  merchant  of  Edinburgh6  was  paid  ninety 
pounds  sterling  for  'ane  suit  of  arras  hangings  bought 
from  him  for  the  room  where  the  Treasurer  usually 
sits'.  No  title  or  dimensions  of  this  hanging  are  given, 
but  if  one  hundred  and  sixty  pounds  was  considered 
.xecssive  in  London  for  second-hand  tapestries,  this 
still  represents  a  respectable  price  for  Edinburgh.  Ten 
days  later,  William  Auchinleck  was  paid  for  putting 
tip  the  hangings:7 

(Scots) 

Imprimis  5  score  15  ells  of  canvas  at 
gsh  6d  pr  ell  £34  12  6 

-  for  1 0  dozen  of  rings  at  lib  4sh  ye  dozen        12  00  0 

-  for  3  pounds  of  girding  at  lib  toshthe 

pound  04  10  0 

-  for  2  pound  of  thrcid  03  04  0 

-  for  tagging  to  the  rings  01  100 

-  for  carying  those  and  the  former  hingings 
from  parl't  hous  to  the  wardrobe  and  back 

agine  06  12  0 

-  to  workmen  to  help  to  king  those  hingings 

at  severall  tymes  in  money  and  drink  06  00  0 

-  for  200  tenterhooks  02  08  0 

-  for  workmanship  40  00  0 


£130  16  6 


It  is  tempting  to  assume  that  the  Diana  tapestries, 
rather  than  the  Troy  set,  were  those  bought  in  Edin- 
burgh 'for  the  room  where  the  Treasurer  usually  sits'. 
In  1668  there  was  no  Treasurer.  John,  Earl  ot  Rothes 
(he  was  created  Duke  in  1680),  a  friend  and  favourite  of 
Charles  11  had  been  made  Lord  Treasurer  of  Scotland  in 
1663.  In  1667  owing  to  differences  with  Lauderdale, 
the  Treasury  had  been  taken  from  Rothes  and  taken 
over  by  Commissioners,  of  whom  Lord  Bellcnden  was 
one,  but  as  consolation  Charles  11  had  made  Rothes 
Lord  Chancellor  for  life.  His  tastes,  and  the  King's, 
coincided:  he  was  pleasure  loving,  amusing,  with  a 


legendary  capacity  for  drink,  and  it  is  possible  to  sec  in 
the  Diana  set  his  choice,  made  perhaps  in  defiance  of 
Lauderdale's  two  somewhat  ponderous  selections. 
Until  further  evidence  comes  to  light,  this  is  of  course, 
merely  supposition.  Certainly  the  signatures  on  the 
warrant  for  payment  arc  headed  by  that  of  Rothes, 
although  technically  he  was  no  longer  Treasurer. 
Furthermore,  William  Auchinleck,  who  put  up  the 
hangings,  had  been  described  as  'domestic  servant  of 
the  Earl  of  Rothes'  when  he  became  a  Burgess  of  Edin- 
burgh in  1637.  By  1685,  the  Earl  of  Rothes  was  dead, 
and  the  Diana  set,  whether  his  choice  or  not,  was  stored 
away  in  the  Wardrobe. 

The  portrait  of  Charles  11  by  'Mr.  Lillie',  took  over  a 
year  to  be  delivered,  the  warrant  is  dated  6  November 
1669:8 

To  Mr.  Lillie  painter  for  large  picture  of 

the  King  the  suwme  of  fifty  pounds  sterl.     £39  00  0 
For  a  box  and  carrying  it  to  Whitehall  00  04  0 

Tor  a  fine  gilded  frame  10  00  0 

For  a  case  to  it  00  1 1  0 

For  carrying  it  to  the  ship  00  01  6 

Transport  etc.  to  Edinburgh  12  03  6 


£72  00  0 

The  portrait  was  hung  below  a  curtain  of  purple 
moyhair,  and  was  described  in  1685  as  'King  Charles 
portrait  at  length'.  Following  the  171 4  inventory  is  a 
not  by  the  Master  of  the  Wardrobe:9  'There  were  two 
pictures  of  K.  Charles  the  2nd  and  two  of  the  late 
K.James  mentioned  in  the  first  inventory  (i.e.  of  1685) 
one  of  King  Charles  and  one  of  King  James  are  put  in 
frames  in  the  Gallery  among  their  ancestors.  And  the 
other  K.  Charles  was  given  to  the  E.  of  Marr,  by  war- 
rand  under  her  present  Majestic's  hand,  dated  at 
Kensington  the  3rd  of  Aprile  1708  counter  signed  by 
Sir  David  Nairn  and  directed  to  the  Master  of  the 
Wardrobe.  The  other  of  K.  James  was  lent  to  D[ukc] 
Hamilton  to  copic'.  This  appears  to  be  the  portrait  of 
Charles  11,  a  studio  work,  which  the  present  Earl  of 
Mar  and  Kellie  presented  to  the  Company  of  Mer- 
chants of  the  City  of  Edinburgh,  and  now  hangs  in 
their  Hall  (No.  4). 

The  leather  cover  for  the  table  carpet  does  not 
appear  in  any  bill  or  inventory.  Although  dismissed  by 
Lauderdale  as  'dear  and  no  longer  used'  in  London, 
their  use  continued  in  Scotland.  When  the  Exchequer 
Room  was  being  refurnished  in  1682, 10  two  tables, 
'one  lesser,  one  bigger'  were  purchased  in  Edinburgh 
for  the  Treasurer's  Room  and  study,  with 

Two  covers  thereto  of Damas  leather  (Scots)  £10  00  0 

These  are  listed  in  1685  as  'two  table  cloaths  of  stamped 
leather'  with  a  note  added  in  1714  'these  wore  out  ami 
were  altered  for  other  more  fashionable  tables'. 

Guided  by  Lauderdale's  description  of  the  clocks 
available,  the  Council  apparently  ordered  one  in  a 
plain  black  case,  for  the  Discharge  lists: 
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4.  Studio  OF  Sir  Fitter  Lely.  King  Charles  a. 
The  portrait  was  ordered  in  March  1668  and  delivered 
the  following  year  when  Lely  was  paid  fifty  pounds. 
The  Company  of  Merchants  of  the  City  of  Edinburgh, 
gift  of  the  Earl  of  Mar  and  Keltic. 

May  20  To  Mr.  East  for  a  pendulum  clock 

Twenty  pound  -£20  00  0 

Tor  carrying  aboard  the  Clock  to 

the  Ship  00  02  6 

In  1685  there  were  'two  pendulum  clocks  whereof  one 
new'.  The  clock  has  not  been  traced. 

The  Mace  'of  the  bigness  they  use  them  here',  in 
London,  was  supplied  by  John  Wendover,  Goldsmith: 

One  guilt  mace  wt.  230  ozs  at  1 0  sh.  an  oz  £115  00  0 
One  leather  case  lin'd  with  baizes  to  putt 

the  mace  itt  001  05  0 


June  9  1 668  . . .  by  order  of  the  Right  Hon.  the 
Earle  of  Lauderdale  in  full  of  this  bill .  .  .  ree'd  by  me 
fo:  Wendouer. 

This  would  appear  to  be  the  present  great  mace  of 
the  President  of  the  Court  of  Session,  which  bears  the 
London  hallmark  for  1667,  though  the  maker's  initials 
are  much  defaced  (No.  5). 11 

Sconces  and  candlesticks  were  necessary  for  meetings 
to  be  carried  on  during  the  short  winter  days  of  the 
Scottish  capital : 


June  9  Tor  six  wooden  Gilded  Sconces  at 
twettty  ftve  shill,  per  piece  and  a  box 

Tor  carrying  the  box  with  the  Sconces 

Tor  six  beaten  brass  sconces  at  thirty  shillings 
a  piece  and  for  six  brass  candlesticks  at  ten 
shillings  a  piece,  with  a  box  and  carriage 

Paid  to  John  Smith  London 1 : 


£7  16  0 
00  02  6 


12  10  0 


5.  Mace  of  the  Lord  President  of  the  Court  of  Session, 

Edinburgh,  bearing  the  London  hallmark  of  1667. 

John  Wendover  was  paid  one  hundred  and  fifteen  pounds 

in  i66cS.  Length:  141  cm. 

The  Lord  President  of  the  Court  of  Session. 
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In  1685  there  arc  listed:  '8  sconces,  six  whereof  are  of 
plaister  gilded  and  two  ot  brass,  old',  together  with 
'  s  pair  of  Brass  candlesticks  gilded,  two  snufl  pans  and 
two  pair  of  snuffers'.  Twelve  new  gilded  plaster 
sconces  are  included,  presumably  bought  in  London  in 
1685.  All  are  dockcttcd  in  1714:  'long  since  cast  by 
and  useless'. 

The  King's  Arms,  embroidered,  do  not  appear  on 
the  Discharge.  They  arc  thought  to  be  those  now  in 
the  National  Museum  of  Scottish  Antiquities.13 

One  important  item  was  not  mentioned  in  the  letter 
from  Lauderdale.  A  surviving  bill14  shows  that  a 
cabinet  for  the  Council  Room  was  purchased  from 
'Mr.  Bolte'.  This  appears  to  be  Adrian  Bolte,  who 
successfully  petitioned  to  be  appointed  Cabinetmaker 
to  the  King  in  1 660. 

;  6]  any  1 66 g  payment  by  order  of  Sr.  Robert  Morray 
By  Robert  Kirkwood  13  Dec  1 668 
To  Mr.  Bolte  the  Cabinetmaker  for  a  great 
Cabinet  conforme  to  his  bill  and  receipt         £45  00  0 
For  carriage  and  other  charges  for  skipping         00  13  6 

Charges  for  freight  from  London  to  Prestonpans  and 
thence  to  Holyrood,  and  for  a  wright  to  set  it  up  in  the 
Council  Chamber  added  a  further  ten  pounds  to  the 
cost.  The  cabinet  is  described  in  1685  as  'ane  great  press 
for  keeping  of  papers',  and  had  'ye  drawer'  mended  in 
1682  by  James  Somervell,  and  was  still  in  use  in  1714. 
It  has  not  been  identified. 

The  large  sums,  ^328  6.  0.  on  20  May  1668  and  a 
further  -£44  10.  in  June,  paid  to  John  Dutton  in 
London,  who  appears  to  have  been  an  upholsterer,15 
no  doubt  covered  the  crimson  velvet  chair  of  state, 
already  'old  and  much  spoyled'  in  1685,  and  an  un- 
specified number  of  carpets,  Turkey  and  velvet. 
Lauderdale's  satisfaction  at  buying  the  necessary 
'Turky  chairs'  at  six  shillings  a  piece  less  than  the  price 
asked  at  St.  Bartholomew's  the  Great  is  understand- 
able when  it  becomes  evident  that  several  dozen  were 
purchased.  In  1685,  one  hundred  and  twenty  carpet 
chairs  with  an  armchair  to  match  arc  listed.  Ot  these, 
forty  eight  were  acquired  in  1685.  At  least  thirty  six 
had  arrived  in  July  1668,  when  James  Somervell  ot 
Edinburgh  was  paid  17.  (Scots)  for  making  loose 
covers  of  red  leather  tor  them:16 


6  doz  of  Rcid  Bazill  skinns  at  1 6  sh  ye  do: 
More  for  making  of  3  doz  of  slips 
More  for  whangs  [thongs]  to  tye  them 
More  for  mending  of  an  chair  that  n>as 
broken  as  it  came  from  London 


jC°4  '6  0 

00  18  0 

00  02  0 

00  01  0 

£05  17  0 


The  use  of  leather  slip  covers  to  protect  the  upholstery 
of  Turkey  work  chairs  is  unusual,  but  may  have  been  a 
thrifty  Scottish  habit,  like  the  leather  table  covers,  no 
longer  fashionable  in  London.  The  later  chairs  came 
supplied  with  slip  covers  of  green  baize. 


Turkey  work,  so  named  because  of  its  resemblance 
to  Turkey  carpets,  was  manufactured  in  England.  The 
pile  is  believed  to  have  been  knotted  onto  a  base  dur- 
ing weaving  in  the  same  way  as  Oriental  carpets  are 
made.  An  undated  petition  to  Parliament,  apparently 
presented  during  the  reign  of  William  and  Mary, 
Mates,  with  perhaps  some  exaggeration,  that  before  the 
introduction  of  cane  chairs  'there  were  yearly  made 
and  vended  in  this  kingdom  about  five  thousand  dozen 
of  Set  Work  [commonly  called  Turkey-work  Chairs, 
though  made  in  England]'. 1 7  As  a  chair  covering,  it  was 
comfortable,  handsome  and  hard-wearing.  The  pur- 
chase of  so  many  Turkey-work  chairs  for  Holyrood 
may  have  influenced  the  Company  of  Merchants  of 
Edinburgh,  founded  by  charter  of  King  Charles  □  in 
1 68 1,  for  they  still  possess  a  handsome  oak  armchair 
(No.  6)  with  Turkey-work  on  the  back  and  seat.  It 

6.  Carved  oak  armchair,  probably  a  former 
Master's  Chair,  back  and  seat  upholstered 
in  Turkey  work,  with  an  all-over 
floral  design  on  a  brown  ground. 
Height:  180.5  cm. ;  Width:  61  cm. 
The  Company  of  Merchants  of 
the  City  of  Edinburgh. 
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probably  served  as  the  Master's  chair  before  the  present 
one  with  its  large  suite  of  matching  chairs  was  made 
about  1900.  The  Company  still  own  a  large  table 
carpet  of  Turkey-work  dated  1710,  bearing  an  in- 
scription recording  the  foundation  of  the  Merchant 
Maiden  Hospital  by  Mary  Erskine  and  members  of  the 
Company. 

The  furnishing  was  barely  completed  before  Lauder- 
dale paid  his  first  visit  to  Edinburgh  as  King's  Com- 
missioner in  1669.  He  was  received  with  enthusiasm 
(he  had  not  then  married  the  Countess  of  Dysart)  and 
entered  the  city  in  state,  with  the  Chancellor,  Rothes, 
riding  on  one  side,  and  the  Duke  of  Hamilton,  the 
hereditary  Keeper  of  Holyrood,  on  the  other.  On 
reaching  Holyrood,  he  called  a  Council,  held  in  the 
newly-appointed  Council  Chamber.  No  provision 
appears  to  have  been  made  for  him  to  stay  at  Holy- 
roodhouse  during  his  visit.  As  Ins  own  residence  at 
Brunstane  was  a  mile  or  two  away,  this  may  not  have 
been  necessary. 

The  Privy  Council  was  not  left  long  in  peaceful 
enjoyment  of  their  newly  furnished  apartments,  for 
two  years  later  plans  were  prepared  for  the  rebuilding 
of  the  palace.  For  three  and  a  half  years,  during  the 
rebuilding,  the  Privy  Council  had  to  meet  elsewhere. 
They  returned  to  Holyrood  in  September  1677. 

A  visiting  Englishman,  fortunately  anonymous,  in  a 
savagely  scurrilous  account  of  the  Scots,  wrote  in  1670: 
'When  the  Palace  at  Edinburgh  is  finished,  they  expect 
His  Majesty  will  leave  his  rotten  House  at  Whitehall 
and  live  splendidly  among  his  own  countrymen  the 
Scots;  for  they  say,  that  Englishmen  are  very  much 
beholden  to  them,  that  we  have  their  king  amongst 
us'.18  There  was  more  than  a  grain  of  truth  in  this,  for 
the  newly  built  palace  contained  a  splendid  Baroque 
suite  of  richly  decorated  royal  apartments,  with  the 
new  Council  Chamber,  now  the  West  Drawing  Room 
adjoining.  This  had  a  handsome  ceiling  and  the 
'Landskip'  tapestries  adorned  the  walls. 

The  hopes  of  the  Scots  seemed  to  be  granted  in  1679, 
when  Holyrood  again  became  a  royal  palace,  for  the 
Duke  of  York,  heir  to  the  throne,  took  up  residence  as 
King's  Commissioner  in  the  place  of  Lauderdale.  In  a 
fever  of  preparation,  hangings  and  carpets  were 
hastily  borrowed,  from  Lord  Lome  and  from  Lauder- 
dale's Scottish  residences,  and  were  put  up  in  the  new 
apartments  until  the  Duke's  own  furniture  arrived  by 
sea.  The  canopy  over  the  royal  Chair  of  Estate  was 
tried  out  on  one  side  and  then  the  other  of  the  Presence 
Chamber,  to  the  manifest  vexation  of  William 
Auchinleck,  now  'of  His  Majesty's  Wardrobe',  who 
was  in  charge.19  The  Duchess,  Mary  of  Modena,  ac- 
companied the  Duke,  as  well  as  the  Princess  Anne,  and 
Scotland  had  a  court  again.  It  lasted  until  June  1682, 
when  they  returned  to  London,  though  there  was  hope 
that  they  would  return. 

Charles  11  died  on  6  February  1685,  and  in  March 
two  hundred  and  eighty  nine  pounds  sterling  was  paid 


for  new  furniture  from  London  for  the  Council 
Chamber:20 

A  case  cont.  the  Kings  Amies  finely 

Embroidered five foote  &  halfe  high  & 

six  foote  Eleven  Inches  long  with  ye 

herald  painter  worke  in  a  box  to  put  in 

with  caridge  jC100  00  0 

A  box  cont.  vix.  }2  guilded 

Candlesticks  £20  00  0 

6  Guilded  Snuffers  &  pans  goo 
A  Lock  and  a  box  30     29  03  0 

1 08  wax  candles  10  16  0 

Box  and  cord  28     10  18  8 

12  Bundles  each  Cont.  4 
Turkyeworke  Chaires  in  all 

48  at  15  sh.  36  00  0 

For  4  dozgreene  cases  at  3  sh.  7  04  0 

1  Bundle  cont.  1  great  turkey 

chaire  2  03  0 

A  Carpett  3  16  0 

For  a  Case  for  ye  Chaire  5  0 

1  Cais  Cont.  a  Chaire  of  State 

of  Crimson  Velvuett  with 

Cushion  and  Footstooll  trimd 

withgould  Fringe  and  guilt 

navies,  with  Florence  taffatye 

cases  to  them  48  00  0 

A  long  cushion  of  Crimson 

Vehiett  wt  a  Taffatye  case  7100 
A  turkye  Carpett  1    2  0 

1  Bundle  cont.  a  very  large 

turkye  Carpett  9  yards  long 

&  6\  yds  wide  24  00  0 

1  bundle  cont.  2  Cedar  close 

stools,  wth.  2  Earthen  &  2 

pewter  pans,  lyned  wth.  Vehiett    4  00  0 
For  matts  and  Cords,  for  all  ye 

aboue  bundles,  and  an  large 

dealecase  1  19     136  01  0 

1  Case  cont.  6  prs  Large  guilt 

Sconces  wt.  ye  King's  Arms         7  00  0 
For  a  box,  tray  a  case  to  put 

them  in  30       7  o$  0 

Customs,  carriage,  Wharfage 

and  Portraqe  etc  6110  6110 
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Most  of  these  items  can  be  identified  in  the  inventory 
made  by  John  Auchmuty  dated  29  July  1685.  The 
Council  were  not  to  enjoy  their  new  magnificence  for 
long.  Two  years  later,  James  11  established  a  Jesuit 
college  in  Holyrood,  and  ordered  that  the  Council 
Chamber  be  converted  into  a  private  (Catholic) 
Chapel  Royal.  An  Edinburgh  mob  ransacked  this  on 
the  accession  of  the  Protestant  William  and  Mary  in 
1688,  and  the  following  year  the  Privy  Council  began 
to  hold  their  meetings  in  the  Parliament  Close. 
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The  palace  was  used  to  house  the  Royal  Commis- 
sioners who  brought  their  own  beds  and  furnishings. 
Suites  were  granted  to  nobles  holding  offices  of  State, 
including,  of  course,  the  Dukes  of  Hamilton,  who 
w  ere  Hereditary  Keepers  of  Holyrood.  In  1714  the 
Master  of  the  Wardrobe  noted  sadly:  '.  .  .  length  of 

7.  Oak  chair,  one  of  three,  with  twisted  stretcher  and 
Turkey  work  seats  and  back.  All-over  design  on  a  black 
ground.  One  of  a  further  set  of  forty  eight  Turkey-work 
chairs  bought  in  London  for  the  new  Council  Chamber  of 
Holyroodhouse  in  1685  for  fifteen  shillings  each. 
Height:  91  cm.;  Width:  45.5  cm. 
By  gracious  permission  of  Her  Majesty  the  Queen. 


The  famishing  of  Holyroodhouse  in  166S 

time  wears  and  consumes  such  things,  and  there  has  not 
been  much  addition  to  the  household  stuff  belonging 
to  the  Wardrobe  these  many  years,  and  there  is  loss  as 
well  as  wearing  in  changing  and  transporting  such 
publick  furniture'. 

The  Turkey- work  chairs,  and  some  of  the  hangings, 
still  survived.  In  17 14,  as  well  as  those  at  Holyrood, 
there  were  in  the  Session  House  'twenty  eight  Carpet 
Chairs,  whereof  nine  are  laigh  back'd  the  other  19 
(probably  those  bought  in  1685)  newer  fashioned.  But 
old  Carpets'.  In  1746  there  was:  'Delyver'd  to  James 
Stevens,  Item  Carpet  Chairs,  etc.  Yse  in  good  case, 
perfectly  clean,  which  chairs  belong  to  the  Wardrobe'. 
And  later:  'The  two  pieces  of  Arras  being  part  of  the 
history  of  ye  destruction  of  Troy,  which  hang  in  the 
Dining  Room,  was  Anno  1748  taken  down  by  Duke 
Hamilton's  housekeeper  (one  Robson)  and  transported 
to  the  Room  opposite  the  Gallery  entry  .  .  .  The  said 
Robson  disposed  of  several  Carpet  Chairs . .  .  and  other 
things  of  yrof  we  can  get  no  account  of. 

It  is,  indeed,  remarkable  that  any  should  have  sur- 
vived, for  they  were  subject  to  much  hard  wear.  They 
were  transported  to  and  from  St.  Giles'  for  the  General 
Assembly  of  the  Church  of  Scotland,  and  to  the 
Canongate  Kirk.  Some  were  sent  to  the  Parliament 
House  for  the  use  of  the  judges  at  the  opening  of  the 
Scottish  Parliament,  and  after  1707  they  were  used  in 
the  Presence  Chamber  of  the  palace  for  the  election  of 
the  sixteen  representative  Scottish  peers.  Of  the  six 
that  remain,  three  have  similar  covers  (No.  7)  with 
twisted  stretchers  and  backs  that  are  six  inches  higher 
than  the  others.  It  is  probable  that  these  were  some  of 
the  four  dozen  bought  in  1685  for  fifteen  shillings  each. 
Of  the  three  remaining  'laigh  backed'  chairs  each  has  a 
different  design.  That  on  the  right  of  No.  8  has  a 
strongly  geometrical  floral  design  on  a  dark  blue-green 
ground.  All  the  others  show  the  remains  of  a  black 
ground.  All  of  them  appear  to  have  been  re- webbed  at 
some  time.  Only  that  in  No.  2  retains  vestiges  of  the 
original  woollen  fringe. 

The  chairs  are  of  the  shape  popularly  known  as 
'farthingale  chairs',  but  these  were  clearly  intended  not 
for  women,  but  for  men  employed  in  public  business. 
A  set  of  one  dozen  chairs,  similar  to  those  in  No.  2 
but  with  twisted  front  stretcher  and  covered  with 
'Turkey  leather'  and  not  with  Turkey-work,  were 
bought  for  Bishop  Leighton's  Library,  Dunblane, 
Perthshire,  soon  after  its  foundation  in  J 688,  and  arc 
still  in  use.  The  library  was  founded  for  the  sole  use  of 
ministers.21  R.  W.  Symonds  noted  that  Turkey-work 
chairs  continued  to  be  bought  for  certain  government 
offices  in  London  until  173 4-1 740,  when  several  sets 
were  bought  for  the  House  of  Lords.22 

Large  numbers  of  Turkey-work  chairs  occur  in 
seventeenth-century  inventories,  and  a  number  survive 
to  the  present  day,  but  few  of  them  can  be  dated  so 
accurately  or  have  so  remarkable  a  pedigree  as  those  m 
the  Royal  Collection  at  Holyroodhouse. 
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8.  Two  oak  chairs  with  straight  stretchers,  of  the  same 

dimensions  as  No.  I,  bought  in  London  at  the  same  time. 

The  designs  of  the  Turkey-work  covers  differ: 

right :  a  geometrical  floral  design  with  a  blue-green  ground ; 

left:  all-over  design  on  a  black  ground. 

By  gracious  permission  of  Her  Majesty  the  Queen. 

NOTES 

1.  Scottish  Record  Office  (s.r.o.)  gd  90/2/93. 

2.  Built  by  the  city  of  Edinburgh  1632.  Scotland  had 
a  separate  Parliament  until  1 707. 

3.  s.r.o.  F.28/74/1/1. 

4.  s.r.o.  E35 

5.  Steuart,  A.  F.,  'The  Plenishing  of  Holyrood  House  in  1714' 
Proceedings  of  the  Society  of  Antiquaries  of  Scotland,  Vol.  lxii 
1927-1928,  pp.  181-196. 

6.  S.R.O.  E28/74/    -r  >bablyJohn  Coupar,  merchant,  who 
became  Burgee       1    uildbrother  that  year ;  son  of 
Alexander  Coupu      Foulford,  Writer  to  the  Signet. 

7.  S.r.o.  E28/74/7.  A  S        h  pound  was  one-twelfth  ot 
one  pound  sterling. 

8.  S.r.o.  E28/74/9.  A  simiL        e  was  paid  to  Kncller  in  1684 
for  two  portraits,  one  of  C   tries  11  and  one  ofjamcsn: 
fifty  pounds  for  each  portrait  and  ten  pounds  for  each 
frame. 

9.  National  Library  of  Scotland  MS.  5725  f45. 
10.  s.r.o.  E28/290/14. 


11.  Finlay,  Ian,  'Scottish  Ceremonial  Plate',  Apollo, 
Vol.  63, 1956,  p.  7. 

12.  Paid  to  John  White.  S.R.O.  E28/74/1/1. 

13.  Hcnshall,  A.  and  Maxwell,  S.  'Two  seventeenth-century 
embroidered  Royal  Coats  of  Arms',  Proceedings  of  the  Society 
of  Antiquaries  of  Scotland,  Vol.  xcv,  1961-1962,  pp.  289-290. 

14.  s.r.o.  E28/74/8/1. 

15.  He  may  have  been  a  relative  of  a  Dutton  'an  upholsterer 
who  made  his  money  in  the  South  Sea  scheme'  who 
owned  the  Manor  of  Caenwood  later  known  as  Kenwood 
in  Highgatc.  I  am  indebted  to  Mr.  Peter  Thornton  for  this 
suggestion. 

16.  S.R.O.  E28/74/4.  'Bazill'  or  Basil  was  a  method  of  tanning 
leather  as  opposed  to  roan. 

17.  Symonds,  R.  W.,  'Turkey  Work,  Beech  and  Japanned 
Chairs',  The  Connoisseur,  1934,  Vol.  xcm,  p.  221. 

18.  Harleian  Miscellany,  Vol.  vi,  p.  126. 

19.  s.r.o.  E28/23  5/168. 

20.  s.r.o.  E28/333/41/1. 

21.  Bannatyne  Miscellany,  Edinburgh,  Vol.  m  1855,  p.  250. 

22.  Symonds,  R.  W.,  op.  at.,  p.  224. 
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A  NATION  OF  NATIONS 

One  of  the  largest  Bicentennial  exhibitions  in 
Washington  can  currently  be  seen  at  the  Smith- 
sonian Institution's  National  Museum  of  History 
and  Technology.  Entitled  'A  Nation  of  Nations', 
the  show  will  remain  on  view  until  1 981. 
Through  national  treasures  -  the  desk  on  which 
Thomas  Jefferson  wrote  the  Declaration  of 
Independence,  George  Washington's  uniform 
and  mess  kit,  and  more  than  six  thousand  other 
objects  -  the  exhibition  dramatically  relives 
American  history. 

More  than  a  dozen  scholars,  curators  and  de- 
signers worked  on  this  project  over  the  past  five 
years.  Their  searches  in  this  country  and  abroad 
nave  produced  more  than  three  thousand  new 
acquisitions  which  will  be  shown  for  the  first 
time.  Drawn  together  are  some  of  the  finest 
artifacts  in  the  Smithsonian  collections,  such  as 
a  watch  George  Washington  presented  to 
General  Lafayette,  the  Carder  built  by  Samuel 
Slater  which  helped  bring  the  Industrial  Revolu- 
tion to  America  and  the  first  'typewriter'  made 
in  1874. 

With  four  major  themes,  the  exhibition  ex- 
plains how,  from  prehistoric  times  to  the  present, 
people  from  every  part  of  the  world  came  to 
America  ('People  for  a  New  Nation') ;  the  rich- 
ness and  diversity  of  the  cultures  they  brought 
with  them  ('Old  Ways  in  a  New  Nation') ;  the 
shared  experiences  which  bonded  them  into  a 
nation  ('Shared  Experiences');  and  finally,  how 
improved  technologies  such  as  mass  produced 
goods  and  mass  communication  extended  the 
Nation's  interactions  with  the  rest  of  the  world 
('A  Nation  Among  Nations'). 

Colourful  graphics,  small  theatres  and  other 
audio-visual  techniques  are  employed  through- 
out the  exhibition  to  provide  new  experiences 
and  unanticipated  relationships  with  the  displays. 
As  one  goes  through  the  show,  a  raised  walkway 
carries  the  visitor  past  such  diverse  objects  as  a 
seventeenth-century  kitchen;  a  grist  mill  from 
New  Mexico;  a  nineteenth-century  windmill;  a 
complete  schoolroom  from  Cleveland,  Ohio;  a 
1923  ticket  booth  from  Yankee  Stadium;  an 
army  barracks  from  Fort  Bel  voir;  an  operating 
pencil-making  machine  (to  provide  a  brief 
sampling  of  mass  production),  and  a  working 
ham  radio  station.  Nearly  every  aspect  of 
American  life  and  leisure  is  represented:  the  1925 
house  of  an  Italian  immigrant;  Irving  Berlin's 
piano;  Eddie  Cantor's  make-up  kit;  Hank 
Aaron's  baseball  shirt;  comic  books  in  several 
languages  and  neon  signs  showing  a  variety  of 
ethnic  influences,  to  name  just  a  few. 

A  book  titled  'A  Nation  of  Nations',  with  over 
seven  hundred  illustrations,  will  be  published  in 
conjunction  with  the  exhibition  by  Harper  and 
Rowe  of  New  York.  Edited  by  Peter  C.  Marzio, 
Curator  in  the  Division  of  Graphic  Arts,  the 
book  contains  contributions  from  over  thirty 
Smithsonian  start  members. 


1  I  If.  NATUR  \l  PAR  M'ISE: 
PAINTING  IN  AMERICA 

1800-1950 

The  period  of  intensity  for  Bicentennial  exhibi- 
tions is  generally  drawing  to  a  close.  A  highly 
important  one  of  these  was  seen  in  New  York 
City  at  the  Museum  of  Modern  Art  late  last  year. 
1  )iiected  by  Kynaston  McShinc,  Curator  in  the 
Department  of  Painting  and  Sculpture,  who  also 
edited  the  fully  illustrated  h.  >nk  th.it  ,u  mmpanied 
the  exhibition,  the  show  included  one  hundred 
and  fifty-seven  works  lent  by  private  collectors 
and  museums  in  the  United  States  and  Europe. 
Comprising  eighty-nine  nineteenth-century 
works  and  seventy-three  paintings  or  the  twentieth 
century,  the  show  probed  those  attitudes  - 
romantic,  transcendental,  intent  on  the  sublime  - 
that  have  grandly  and  persistently  linked  the 
aspirations  of  American  artists.  From  the  land- 
scapes of  Albert  Bierstadt  and  Frederic  E.  Church 
to  Barnett  Newman's  and  Mark  Rothko's  at- 
tempts to  capture  'The  Sublime'  in  totally  abstract 
and  metaphorical  terms,  there  exists  what  Pro- 
fessor Robert  Rosenblum  has  called  in  his  cata- 
logue essay  an  'obsessive  fascination  with  the 
heavenly  and  hellish  extremes  of  nature'. 

While  the  connection  between  international 
Abstract  art  and  the  work  of  Pollock,  Still, 
Newman  and  Rothko  has  been  recognised  from 
the  first,  critics  and  the  public  have  been  slow  to 
appreciate  in  the  work  of  these  painters  a  con- 
tinuation or  extension  of  attitudes  that  have 
characterised  American  art  over  the  generations. 
The  romantic  paintings  of  Washington  Allston, 

Bernado  Miera  y  Pacheco. 
Archangel  Michael, 
made  for  Franciscan  mission  church 
at  Zuni  pueblo,  New  Mexico, 
painted  wood,  c.  1770. 
National  Museum  of  History  and  Technology, 
Smithsonian  Institution. 


such  as  Landscape  with  a  Lake  (1804)  expressed  the 
first  flowering  in  art  of  a  distinctively  American 
experience,  a  focusing  on  nature  in  its  most  pro- 
found and  universal  sense.  Yet,  Allston,  who 
studied  in  Europe  at  the  beginning  of  the  nine- 
teenth century,  embodies  the  paradox  that  while 
American  painters  were  confronted  with  the 
wilderness  and  unusual  landscapes,  they  fre- 
quently sought  out  European  models,  placing 
themselves  under  the  influence  of  a  Claude  or  a 
Salvator  Rosa,  or  later,  of  a  Turner  or  Constable. 
Throughout  the  nineteenth  century  American 
artists  often  returned  to  the  European  art  centres 
of  London,  Rome,  Dusseldorf  and  Paris  to  study. 

One  of  the  glories  of  the  exhibition  to  this 
writer  was  the  gallery  which  was  hung  entirely 
with  canvases  of  waterfalls.  Frederic  E.  Church's 
Niagara  Falls  ( 1857)  conveys  a  spirituality  of  which 
Barbara  Novak  in  her  contribution  to  the  cata- 
logue writes:  'The  waterfall  and  the  still  lake- 
the  visual  symbols  of  sound  and  silence  -  often 
signaled  the  oppositions  of  old  and  ncwsublimity. 
As  in  Christian  symbolism,  water,  a  medium 
poised  between  transparency  and  reflection, 
touched  upon  central  spiritual  profundities  that 
engaged  the  age'. 

With  the  approach  of  the  twentieth  century, 
the  wilderness  began  to  recede  and  to  yield  to 
expansion  and  industrialisation.  Faced  by  the 
growing  complexities  of  an  increasingly  plural- 
istic society,  the  Transcendental  tradition  in 
American  art  became  somewhat  attenuated. 
Innovations  in  contemporary  European  art  such 
as  Impressionism  were  well  known  to  American 
artists,  who  could  scarcely  ignore  the  discoveries 
and  accomplishments  of  Cezanne.  With  the  rapid 
intellectual  and  political  changes  of  the  first 
decades  of  the  twentieth  century,  the  heroic 
could  no  longer  be  measured  concretely.  While 
the  artist  still  could  embrace  the  sense  of  space 
and  the  grandeur  of  America,  he  felt  increasingly 
compelled  to  capture  the  passion  and  sentiment 
of  the  heroic  in  abstract,  even  metaphorical  terms. 
Mr.  McShine  writes  of  this  new  interiorisation  of 
nature  by  American  artists:  'Nature  was  per- 
ceived as  a  reflection  of  self  rather  than  a  mani- 
festation of  immanent  divinity.  For  the  twen- 
tieth-century artist  nature  was  no  longer  an  end 
but  an  intellectual  means.  Given  his  identification 
of  self  with  nature  and  his  perception  of  the 
developments  of  twentieth-century  European  art 
and  philosophy,  it  was  inevitable  that  he  should 
eventually  state  his  work  in  abstract  terms'. 

In  the  1940s,  the  pursuit  of  an  almost  primord- 
ial and  mystical  nature  -  yet  another  manifesta- 
tion of  the  native  tradition  -  was  a  common 
aspect  of  the  Abstract  work  of  such  artists  as 
William  Baziotcs,  Adolph  Gottlieb,  Morris 
Graves,  Theodoros  Stamos  and  Mark  Tobey.  As 
the  mid-twentieth  century  approached,  that 
remarkable  moment,  the  moment  of  Abstract 
Expressionism,  occurred  when  the  artist  united 
his  American  individuality  and  heritage  with 
European  ideas  of  modernity  in  the  visual  arts  to 
give  us  an  incomparable  new  definition  of  'The 
Sublime',  exemplified  by  such  works  as  Barnett 
Newman's  The  Voice  (1950),  Mark  Rothko's 
Number  22  (1949),  Jackson  Pollock's  The  Deep 
(1953)  and  Clyrford  Still's  1954  (1954).  Through 
the  inspired  wisdom  and  courageous  endeavour 
of  the  Abstract  Expressionists,  an  art  was  created 
that,  while  personal,  spoke  to  a  universal  intel- 
ligence and  humanity.  This  new  definition  of 
sublimity,  the  Abstract  Expressionists'  new 
dream  of  the  New  World  was  proclaimed  by 
Jackson  Pollock  when  he  declared:  'I  am  Nature'. 
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Thomas  Cole. 
Kaaterskill  Falls,  1826. 
The  Warner  Collection  of  Gulf  States  Paper 
Corporation ,  Tuscaloosa,  Alabama. 


CHINESE  JADE  FROM 
SOUTHERN  CALIFORNIA 
COLLECTIONS 

An  exhibition  of  sixty-two  fine  Chinese  jade 
carvings  spanning  four  millenia  from  Neolithic 
times  to  the  twentieth  century  can  be  seen 
through  9  February  at  the  Los  Angeles  County 
Museum  of  Art.  All  on  loan  from  Southern 
California  collections,  the  oldest  of  the  works  in 
the  exhibition  arc  simply  shaped  and  polished 
jade  ritual  objects  unearthed  from  Bronze  Age 
tombs,  including  sceptres  and  disks  used  as 
ceremonial  emblems  of  rank  and  protective 
talismans.  From  the  post-Han  period,  which 
began  in  the  third  con,  ad,  arc  small  animal 
sculptures  that  are  marvels  of  naturalism  and 
imposing  vessels  in  archa.  lcs. 

A  highlight  of  the  exhi  ion  is  a  mountain 
carved  of  white  nephrite  th  iscs  the  natural 
colouration  of  the  stone  to  oeate  the  russet 
brown  slopes  and  grey  pines.  Such  jade  moun- 
tains were  avidly  sought  by  Chinese  scholars  to 
adorn  their  writing  desks,  for  they  symbolised 
the  beauty  of  the  native  landscape.  Brush  rests, 


containers  and  other  objects  created  to  adorn 
scholars'  desks  are  an  important  aspect  of  Chinese 
jade  carving.  Elaborately  carved  vases  from  the 
Ch'ing  dynasty  (1644-1912)  and  delicately 
shaped  bowls  that  may  have  graced  the  tables  of 
Emperor  Ch'ien-lung  (1736-1795)  are  included 
in  the  exhibition,  representing  a  dynasty  during 
which  unprecedented  prosperity,  imperial  pat- 
ronage and  flawless  technique  produced  sump- 
tuous jades  notable  for  their  extravagance. 

INFORMATION  SOUGHT 
CONCERNING 
JOSEPH  RYAN  WOODWELL 

The  Museum  of  Art,  Carnegie  Institute,  Pitts- 
burgh, Pennsylvania  is  seeking  information  as  to 
the  whereabouts  of  any  paintings  or  drawings  by 
Joseph  Ryan  Woodwell  (1842-1911),  a  Pitts- 
burg landscape  artist  who  studied  at  Barbizon 
and  was  particularly  active  in  Western  Penn- 
sylvania and  along  the  Massachusetts  coast.  He 
travelled  and  painted  in  many  other  areas  of  the 
United  States,  and  Canada  as  well. 

After  the  death  of  his  daughter,  Johanna 
Hailman  (1 871-1958),  an  artist  in  her  own  right, 
many  of  his  paintings  were  sold  and  dispersed. 
If  any  reader  has  information  concerning  Wood- 
well  will  he  please  contact  Ms.  Diana  Rose  at  the 
Carnegie  Institute,  4400  Forbes  Avenue,  Pitts- 
burgh, Pennsylvania,  15213. 


CHINESE  FOLK  ART  IN  AMERICAN 
COLLECTIONS:  EARLY  FIFTEENTH 
THROUGH  EARLY  TWENTIETH 
CENTURIES 

This  was  a  delightful  show  seen  at  China  House 
Gallery  of  the  China  Institute  in  America,  Inc., 
New  York  City  until  30  January.  Other  shows 
have  examined  Japanese  folk  art  or  'minyei',  but 
this  was  one  of  the  first  to  consider  Chinese  folk 
art.  The  show  included  fifty-nine  pieces  selected  by 
Professor  Tseng  Yu-ho-Ecke  of  the  Department 
of  Oriental  Art,  University  of  Hawaii  at  Hono- 
lulu, who  also  wrote  the  accompanying  fully 
illustrated  catalogue.  The  pieces  were  drawn 
from  museum  and  private  collections  throughout 
the  United  States. 

Dr.  Ecke  chose  objects  which  best  expressed 
the  characteristics  underlying  Chinese  folk  art  as 
established  in  a  tradition  dating  back  to  the  early 
Ming  dynasty  (c.  1400).  All  of  them  express  two 
of  the  fundamental  motivations  behind  the  pro- 
duction of  folk  art  -  the  desire  to  create  wares  of  a 
utilitarian  nature  in  as  aesthetically  pleasing  a 
manner  as  possible  and  the  need  to  incorporate 
symbols  and  symbolic  meanings  drawn  from  folk 
cults  into  images  and  objects  that  could  be  placed 
in  the  home. 

The  types  of  objects  on  view  were  of  wooden 
utensils  (a  yarn  spindle,  cake  moulds  and  trays) ; 
bamboo  basketry  and  other  types  of  weaving 
(straw  shoes,  woven  headrests  and  a  bamboo 
jacket);  cotton  bed  covers,  wall  hangings  and  a 
child's  bib;  lacquered  leather  boxes;  pewter  wine 
pots  and  silver  jewellery.  Wooden  statuettes  and 
woodblock  prints  constitute  the  symbolic  cate- 
gory. The  exhibition  will  have  a  later  showing 
where  it  will  be  expanded  in  Hawaii.  The  cata- 
logue is  a  delight  to  the  eye  as  well  as  a  highly 
informative  text.  This  writer  hopes  that  further 
attempts  will  be  made  to  explore  this  fascinating 
subject. 


Cake  container  with  carved  handle, 
Kuangtung,  wood,  nineteenth  century. 
Honolulu  Academy  of  Arts. 
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AGE  OF  THE  REVOLUTION 
AND  EARLY  REPUBLIC 
IN  FINE  AND  DECORATIVE  ARTS  : 
1757-1824 

Following  in  the  wake  of  Bicentennial  exhibi- 
tions is  one  with  the  ponderous  title  given  above 
which  is  being  staged  by  two  prominent  New 
York  City  dealers.  The  dealers  arc  Kennedy 
Galleries,  Inc.,  well-known  for  their  vast  hold- 
ings of  American  paintings  and  Israel  Sack,  Inc., 
equally  well-known  for  American  furniture.  The 
exhibition  can  be  seen  at  Kennedy  Galleries  mi 
West  57th  Street  in  New  York  City  through 
12  February. 

While  furniture,  paintings  and  prints  arc 
Stressed,  silver  and  other  decorative  objects  repre- 
sentative of  the  period  are  also  included.  Excel- 
lence of  technique  and  craftsmanship  as  well  as 
historical  connection  are  the  chief  elements 
embodied  in  these  objects.  Portraits  of  important 
historical  personalities  are  shown  side-by-side 
with  pieces  of  furniture  and  silver  used  by  famous 
people.  There  is,  for  instance,  a  pair  of  card 
tables  which  was  given  by  George  Washington 
to  Judge  Bernien  of  Princeton,  New  Jersey  in 
gratitude  for  making  his  headquarters  at  Judge 
Bernien's  home  during  the  Revolution.  Also  to 
be  seen  is  the  Franklin  family  table;  a  William 
and  Mary  style  gate-leg  table  with  Spanish  feet, 
it  is  made  of  walnut  and  cherry  in  Boston 


John  Singleton  Copley. 
Mrs.  Thomas  Marshall,  1757. 
Kennedy  Galleries,  Inc. 


One  of  a  pair  of  card  tables, 
Chippendale  style,  New  York, 
mahogany  and  felt,  c.  1 760-1770. 
Israel  Sack,  Inc. 

c.  1 710-1720.  According  to  family  history,  it 
belonged  to  Benjamin  Franklin's  father  and  is  the 
table  referred  to  in  the  'Autobiography  of 
Benjamin  Franklin'.  All  in  all,  this  show  is  a  must 
for  anyone  interested  in  American  art  and  history. 
A  fully  illustrated  catalogue  has  been  prepared. 


THE  SCULPTOR'S  EYE: 
THE  AFRICAN  COLLECTION  OF 
MR.  AND  MRS.  CHAIM  GROSS 

The  first  public  exhibition  of  the  private  collec- 
tion of  African  art  formed  by  the  American 
sculptor  Chaiin  Gross  was  seen  at  the  Worcester 
Art  Museum  (Massachusetts)  through  early 
January.  The  exhibition  of  one  hundred  and 
eighty-five  selected  objects  was  organised  in  con- 
junction with  the  Museum  of  African  Art, 
Washington,  DC,  and  its  director,  Warren  M. 
Robbins.  The  exhibition  had  its  premier  in 
Worcester  and  can  be  seen  this  year  at  the 
Cincinnati  Museum  of  Art  and  later  at  the 
University  of  Georgia  Museum.  Some  of  the 
greatest  twentieth-century  sculptors  were  among 
the  first  to  recognise  the  exotic  symbolism  and 
creative  inspiration  of  African  art  over  seventy 
years  ago,  among  them  Julio  Gonzales,  Archi- 
penko,  Lipchitz,  Jacob  Epstein,  and  Henry 
Moore.  Like  them,  Chaiin  Gross  was  fascinated 
by  the  rich  heritage  of  African  art.  His  collection 
spans  forty  years  and  numbers  more  than  one 
thousand  pieces  as  well  as  six  thousand  tiny 
gold  weights. 

Eleven  African  nations  which  include  some 
forty  tribes  are  represented  in  the  exhibition. 
Grouped  on  the  west  central  coast  of  the  giant 
continent,  they  are  Mali,  Upper  Volta,  Guinea, 
Sierra  Leone,  Liberia,  Ivory  Coast,  Ghana, 
Nigeria,  Cameroon,  Gabonese  Rupublic,  and 
Zaire.  Each  tribe  has  its  own  rituals  and  heritage, 
conveyed  in  the  styles  and  symbolism  of  sculp- 
tured pieces  like  headdresses,  shields,  spears,  and 
fetish  figures.  Boxes,  musical  instruments, 
jewellery  and  goldweights  are  also  included,  with 
intricately  woven  textiles  making  colourful 
background  motifs  in  the  exhibition  galleries. 

Bom  in  Austria,  Chaim  Gross  came  to  the 
United  States  in  1921  at  the  age  of  seventeen.  A 
sculptor  and  watercolourist,  his  work  is  in  public 
and  private  collections.  Gross'  recognition  and 
appreciation  of  the  techniques  of  anonymous 
African  artists  is  manifest  in  his  wood  sculptures 
in  the  western  tradition.  A  single  piece  of  wood  is 
used  in  both  styles,  and  the  African  influence  can 
be  seen  in  Gross's  own  elongation  of  the  body, 
flattening  of  planes,  and  sharply  defined  edges. 
An  excellent  illustrated  catalogue  of  the  exhibi- 
tion published  by  the  Museum  of  African  Art 
with  text  by  Arnold  Rubin  is  available. 


Gong  hammer, 
Baule,  Ivory  Coast,  wooc 


33rd  Annual  National  Antiques  Show 

Madison  Square  Garden 
19-27  February  1977 

This  is  America's  'largest  assemblage  of  antiques  and  memorabilia  under  one  roof,  with  nearly  three 
hundred  dealers  involved.  The  atmosphere  is  apt  to  be  less  restrained  than  in  the  other  major  fairs,  for  this 
is  above  all  a  place  for  enthusiasts,  whether  collectors  or  dealers.  Among  the  vast  number  of  interesting  or 
unusual  objects  on  display  will  be  tiles,  silver,  jewellery,  porcelain,  furniture  and  other  items  from 

across  the  world. 


WW  UHHilLi 


1.  Eileen  Dubrow 

Desk  made  by  the  Wooton  Company 
oflndianapolis  between  1874  and  1880, 
comprising  of  more  than  one  hundred 
drawers,  hidden  compartments  and 
cubby  holes. 
Right. 

2.  Marusa  Antiques 

Russian  enamel  and  gilded  silver 
vessel  for  wine  spills  by  P.  Ovchinikov. 

3.  Yossi  Benyaminoff 
Salt  chair  by  Carl  Fabergc. 
Height:  5  inches. 


4.  PlIII  IP  Pi  EIFER 

Nuremburg  microscope,  c.  1750, 
h.irdw  01  id  and  «.  ardboard  «.  o\  ered 
with  fishskin,  bearing  the  initials 
'im'  on  the  bottom. 

Above  right. 

5.  Gladys  Koch 

Gold  pendant-pin  by  George  Fouquet, 
c.  1895,  decorated  with  enamel, 
diamonds,  Baroque  pearl  and  jade  drop. 

6.  Paulette  Schwartzman 
Gouda  vase  in  matt  finish  of 
blue,  brown,  yellow  and  black. 

1  [eight:  24  inches. 


Right. 

7.  Joan  Shevell 

Pair  of  blue  custard  salt  and  pepper 
shakers  in  the  Chrysanthemum  Sprig 
pattern  with  blue  luminescence  by  the 
Northwood  Glass  Company,  c.  1900. 


Gustave  Caillebotte: 
A  Retrospective 
Exhibition' 

J.  Kirk  T.  I  'amedoe 


The  Houston  Museum  of  Fine  Arts  recently 
presented  a  major  retrospective  exhibition  of 
the  work  of  the  French  painter  Gustave  Caille- 
botte (1848-1894);  from  October  to  January  in 
Houston,  it  is  also  at  The  Brooklyn  Museum  in 
New  York  from  12  February  to  24  April  1977. 
The  show  groups  over  a  hundred  items,  includ- 
ing almost  all  of  Caillcbottc's  most  important 
paintings  as  well  as  a  quantity  of  preparatory 
drawings  and  oil  sketches.  It  is  the  largest  such 
showing  of  his  work  since  1 894,  and  should  pro- 
vide the  occasion  for  a  thorough  re-evaluation  of 
this  unjustly  neglected  artist.  This  re-evaluation 
will  be  made  all  the  easier  by  the  imminent 
appearance  of  a  new  catalogue  raisonne  of  Caille- 
botte's  paintings,  by  Mile.  Marie  Berhaut,  former 
Conservateur  of  the  Musee  de  Rennes. 

Caillebotte  has  been  remembered,  when  he  has 
been  remembered  at  all,  as  a  patron,  collector, 
and  friend  of  the  Impressionist  painters.  Son  of  a 
wealthy  textile  merchant,  Caillebotte  inherited  a 


fortune  at  twenty-five,  and  used  it  liberally  to 
support  the  Impressionist  cause.  He  first  exhibited 
with  the  Impressionists  in  their  second  group 
show,  in  1876;  and,  despite  his  youth,  he  rapidly 
became  a  prime  mover  in  the  group.  Especially  in 
the  difficult  years  of  the  1870s,  he  sustained  the 
movement  by  renting  exhibition  space  and 
studios,  paying  for  the  printing  of  catalogues  and 
posters,  and  regularly  purchasing  (for  elevated 
prices)  the  works  of  the  other  painters.  In  the 
process,  Caillebotte  acquired  a  fabulous  collection 
of  Impressionist  paintings,  which  he  bequeathed 
to  the  French  state  on  his  untimely  death  in  1894. 
The  will,  however,  stipulated  that  these  pictures 
should  go  only  to  the  Musee  de  Luxembourg 
(then  the  modern  art  museum)  and  eventually  to 
the  Louvre;  its  text  specified  that  they  could 
neither  be  put  into  storage  nor  shuttled  away  to  a 
provincial  museum.  These  conditions  provoked 
a  storm  of  controversy,  including  a  threat  by  the 
faculty  of  the  Ecole  des  Beaux-Arts  to  resign  if 
the  gift  were  accepted.  Eventually,  negotiations 
led  to  the  acceptance  of  a  selected  portion  of  the 
bequest.  The  first  Impressionist  paintings  to  enter 
the  Louvre,  these  selected  works,  including  such 
treasures  as  Renoir's  Moulin  de  la  Galette  and 
Manet's  he  Balcon,  stand  out  today  among  the 
central  splendours  of  the  Louvre's  Galerie  du  Jeu 
de  Paume. 

The  history  of  the  Caillebotte  bequest,  a  story 
of  generosity  and  farsightedness,  fully  deserves 
the  attention  it  has  received;  but  it  should  not  be 
allowed  to  obscure,  as  it  has  for  so  long,  recogni- 
tion of  Caillebotte's  accomplishments  as  an  artist. 
Though  his  production  was  relatively  small 


(under  four  hundred  total  works,  including 
pastels)  he  was  no  mere  amateur.  He  was,  as  the 
current  exhibition  shows,  a  serious  and  ambitious 
painter  who  constantly  sought  to  advance  and 
renew  his  art.  The  prevalent  lack  of  regard  for  his 
painting  is  not  so  much  a  reflection  on  the  quality 
of  the  works  themselves,  as  on  certain  extraneous 
conditions.  First,  on  a  practical  level,  there  have 
not  been  enough  of  his  paintings  available,  in 
museums,  in  commerce,  or  even  in  reproduction, 
to  permit  a  full  knowledge  of  his  ocuvre.  Since  he 
was  independently  wealthy,  Caillebotte  did  not 
sell  his  work;  and,  apart  from  the  few  canvases 
given  to  friends,  most  of  his  work  passed  into  the 
hands  of  his  family  at  his  death.  It  has  only  been 
in  the  last  two  decades  that  some  of  these  pictures 
have  begun  to  find  their  way  onto  the  market, 
and  thus  into  the  public  eye.  An  important 
example  is  the  monumental  (approximately 
seven  by  ten  feet)  Parisian  street  scene  Rue  de 
Paris;  temps  de  pluie  of  1877,  acquired  by  The  Art 
Institute  of  Chicago  in  the  early  1960s.  An  even 
more  pertinent  example,  though,  is  Les  Orangers 
of  1878,  acquired  by  John  and  Audrey  Beck  of 
Houston;  for  it  was  the  appearance  of  this  canvas 
at  the  Houston  Museum  of  Fine  Arts  that  gener- 
ated the  public  curiosity  which  in  turn  prompted 
Thomas  P.  Lee,  Associate  Curator,  to  initiate  this 
retrospective  exhibition. 

1.  Gustave  Caielebotte. 
Les  Raboteurs  de  parquet, 
1875, 102  X  146.5  cm. 
Musee  du  Louvre, 
Galerie  du  Jeu  de  Paume,  Paris. 
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2.  GUSTAVE  CAILLEBOTTE. 

Lepont  de  I'F.urope, 

1876, 131  X  181  cm. 

Musee  du  Petit  Palais,  Geneva. 

Even  the  Caillebotte  paintings  that  have  long 
been  known,  such  as  the  Louvre's  stunning  Les 
Raboteiirs  de  parquet,  have  not  been,  in  an  art- 
historical  sense,  'seen'  until  quite  recently.  The 
Raboteiirs  and  many  of  Caillebotte's  other  im- 
portant works  arc  conceived  in  a  fairly  tight 
manner,  with  a  rather  sober  palette.  For  most  of 
our  century,  this  style  has  seemed  to  be  retro- 
grade in  relation  to  the  freer,  more  colourful 
canvases  of  Monet,  Renoir,  and  other  artists  in 
the  same  period.  Now,  however,  with  the  advent 
of  contemporary  realist  styles  and  in  the  context 
of  a  reconsideration  of  the  nineteenth  century,  we 
are  able  to  appreciate  more  fully  the  personal 
qualities  of  Caillebotte's  vision,  free  from 
simplistic  biases  about  progress  and  regress.  We 
can  now  see,  as  is  discussed  in  the  catalogue  of  the 
exhibition,  that  Caillebotte  was  in  some  import- 
ant respects  a  very  avant-garde  artist.  There  is 
strong  evidence  that  he  was  directly  influential  on 
such  younger  artists  as  Signac,  Munch,  and 
Vuillard.  His  particular  vision  of  the  modern  city, 
for  example,  is  marked  by  a  prescient  apprecia- 
tion of  the  raw  power  of  modern  engineering,  as 
in  Le  Pont  de  I' Europe  of  1876.  This  large,  power- 
ful image,  of  an  iron  bridge  over  the  tracks  of  the 
Garc  St.-Lazare,  combines  a  taste  for  modernity 
with  an  expressively  exaggerated  perspective  in  a 
way  that  foretells  the  themes  and  spaces  of  some 
more  well-known  modern  painting  of  the  later 
nineteenth  and  early  twentieth  centuries.  The 
painting  contains,  furthermore,  an  extraordinary 
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self-portrait  of  Caillebotte,  as  the  top-hatted 
flaneur  toward  whom  the  perspective  plummets. 

Caillebotte's  relevance  to  future  developments 
is  also  underlined  by  his  especially  bold  sense  of 
abstract  structure,  seen  clearly  in  the  Boulevard  vu 
d'en  haul,  a  small  painting  that  excited  a  large 
amount  of  interest  when  it  appeared  in  the  1974 
centennial  exhibition  of  Impressionism  in  Paris 
and  New  York.  The  astonishingly  radical  view- 
point seen  here  goes  even  beyond  the  city  views 
of  Bonnard  in  the  1890s,  to  connect  with  the 
experiments  of  photography,  under  the  influence 
of  Russian  constructivist  design,  in  the  1920s  and 
1930s.  This  kind  of  elevated  view  of  the  boule- 
vard, painted  from  the  balcony  of  Caillebotte's 
apartment  behind  the  Opera,  is  a  hallmark  of  his 
work  in  the  early  1880s,  supplanting  the  earlier 
head-on  confrontations  with  the  life  of  the  street 
in  1876  and  1877  (for  example,  Le  Pont  de 
I'Europe). 

The  Houston/Brooklyn  exhibition,  covering 
all  phases  of  the  artist's  career,  allows  the  visitor 
to  trace  in  chronological  fashion  the  evolving 
nature  of  Caillebotte's  vision,  not  only  in  the 
matter  of  a  change  of  viewpoint  such  as  that  from 
the  street  to  the  balcony,  but  also  in  the  recurring 
fascination  with  certain  fixed  themes.  A  highly 
intellectual  man,  Caillebotte  produced  a  body  of 
work  whose  numerous  and  varied  visual  sur- 
prises arc  linked  together  by  a  common  intellig- 
ence, and  by  a  prc-occupation  with  a  clearly 
defined,  self-conscious  range  of  personal  subjects. 
His  early  work  is,  for  example,  basically  bipolar, 
marked  by  an  oscillation  between  the  private, 
enclosed  world  of  his  upper  bourgeois  family  (as 
in  Les  Orangers)  and  the  dramatically  scaled 
spaces  of  the  new  Parisian  metropolis  created  by 


tin  urban  program  of  Napoleon  in  and  Baron 
Haussmann.  His  formal  structures,  meanwhile, 
develop  from  an  early  acute  awareness  of  plung- 
ing deep  perspective  to  a  later  collapsed  space  that 
produces  radically  flattened  designs  (for  example, 
Boulevard  vu  d'en  haul).  The  emotional  properties 
of  interpersonal  contact  that  inform  Caillebotte's 
frequent  return  to  the  solitary  spectator  on  the 
one  hand,  and  the  non-communicative  crowd  or 
group  on  the  other,  have  a  clear  correlation  with 
these  spatial  structures,  and  the  polarities  of  near 
and  far  take  on  a  distinct  psychological  resonance 
in  his  work. 

The  stylistic  variety  of  Caillebotte's  oeuvre  is 
such  that  he  has  often  been  classified  as  a  perennial 
camp-follower:  allegedly  influenced  by  Degas, 
then  by  Renoir,  then  by  Monet,  and  so  on. 
However,  the  stylistic  restlessness  is  tempered  by 
a  consistently  personal  approach  to  subject,  and 
seems  more  a  willful  response  to  changing  situa- 
tions in  the  artist's  own  life  than  a  passive  bending 
to  influence.  In  many  ways,  Caillebotte  emerges 
as  a  non-Impressionist  or  even  a  counter- 
Impressionist,  not  only  in  his  tight  Realist  manner 
but  also  in  the  often  disquieting  psychological 
overtones  that  link  his  work  to  Romanticism  on 
the  one  hand  and  to  Post-Impressionism  on  the 
other.  Furthermore,  Caillebotte  may  have  on 
occasion  been  the  source,  rather  than  the  receptor, 
of  influence  within  the  group  of  his  immediate 
compatriots.  A  large  Caillebotte  canvas  of  card- 
players  from  1880,  almost  unknown  before  this 
exhibition,  will  cause  more  than  one  visitor  to 
think  of  Ctvannc;  and  a  mirrored  cafe  scene  from 
the  Musee  de  Rouen,  painted  two  years  before 
Manet's  Un  Bar  aux  Folies-Bcrgerc,  may  provoke 
similar  reconsiderations. 


With  excellent  co-operation  from  the  crucial 
I  private  collections  and  dealers,  the  organisers  of 
the  Caillcbotte  exhibition  have  been  able  to 
I  assemble  a  show  that,  while  representative,  docs 
justice  to  the  best  of  Caillcbotte's  work  by 
largely  excluding  less  accomplished  and  less 
interesting  work.  Caillcbotte  was  an  uneven 
artist  in  certain  phases  of  his  career,  most  notably 
after  [882,  when  he  stopped  exhibiting  with  the 
Impressionists  and  moved  from  Paris  to  Pctit- 
Gennevilliers  (near  Argenteuil)  to  pursue  his 
other  life  as  a  champion  yachtsman  and  ardent 
horticulturist.  The  gap  between  the  brilliant 
command  seen  in  so  many  Caillcbotte  canvases, 
and  the  seemingly  careless  heavy-handedness 
found  111  others,  is  only  one  of  the  mysteries  that 
remains  to  be  explained.  As  with  any  pioneering 
effort,  the  Caillcbotte  exhibition  will  no  doubt 
be  as  valuable  for  the  questions  it  poses  as  for 
those  it  answers. 

To  facilitate  the  new  understanding  that  should 
now  emerge,  the  organisers  have  included  in  both 
exhibition  and  catalogue  a  significant  amount  of 
1  supporting  material.  In  the  show  itselt,  there  are 
numerous  preparatory  oil  sketches  for  canvases 
such  as  Le  Pont  de  I'Europe,  and  a  selection  of 
drawings  never  before  exhibited  or  even  re- 
marked in  the  literature.  These  drawings,  both 
figure  studies  and  perspectival  constructions  of 
pictorial  spaces,  reveal  Caillebottc's  method  of 
careful  premeditation  -  wholly  anti-Impres- 
sionist in  character  -  in  his  early  work.  In  one  of 
the  contributing  essays  111  the  catalogue,  Peter 
Galassi,  a  graduate  student  at  Columbia  Univer- 
sity, analyses  this  method  in  relation  to  Caille- 
bottc's complex  manipulations  of  surface  and 
spatial  geometry,  and  considers  the  artist's 
possible  use  of  photography;  Mr.  Galassi  also 
undertook  research  into  nineteenth-century 
optics  for  a  separate  essay  on  the  nature  of 
Caillebottc's  spatial  exaggerations.  Mile.  Marie 
Berhaut  opens  the  catalogue  with  an  introduction 
that  draws  on  her  years  of  dedicated  work  on 
Caillcbotte.  Hilaric  Fabcrman,  a  graduate  student 
at  Yale  University,  contributes  research  material 
to  the  biography,  and  provides  a  thorough 
selected  bibliography.  In  addition  to  full  entries 
for  each  work,  written  by  J.  Kirk  T.  Varnedoe 
and  by  Thomas  P.  Lee,  the  catalogue  also  con- 
tains a  lengthy  appendix  of  selected  criticism  of 
Caillebotte's  work,  drawn  from  the  newspapers 
of  the  1 870s  and  1880s;  and  an  essay  on  the  unity 
and  meaning  of  Caillebotte's  art,  by  J.  Kirk  T. 
Varnedoe.  This  catalogue  should  do  much  to 
provide  the  documentation  of  Caillebotte  that 
has  been  lacking,  especially  in  English.  Both  the 
exhibition  and  this  lavish  publication  were  made 
possible  by  a  matching  grant  from  the  National 
Endowment  for  the  Arts. 

This  exhibition  will  be  a  particular  revelation 
for  many  people  who  may  have  missed  the 
smaller  Caillebotte  shows  mounted  by  Wilden- 
stein  in  London  (1966)  and  New  York  (1968). 
I  However,  even  for  the  increasing  number  of 
scholars  and  amateurs  who  have  become  interest- 
ed in  Caillcbotte  in  recent  years,  the  breadth  and 
unity  of  his  work  as  demonstrated  here  should  be 
a  pleasant  surprise.  Several  remarkable  still-lifes 
arranged  with  a  distinctive  sense  of  rhythmic 
structure;  confident,  luminous  Impressionist 
landscapes;  and  two  imposing  realist  nudes,  join 
with  the  more  familiar  city  views  and  interiors  to 
constitute  a  rich,  complex  oeuvre.  Caillebotte 
emerges  as  both  more  consistent  in  purpose  and 
more  varied  in  ambition  than  had  previously 
been  suspected. 
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If  David  Hockney  has  become  a  household  name* 
the  true  value  of  his  work  is  in  danger  of  being 
submerged  beneath  the  cult  that  surrounds  him. 
But  the  appearance  of  this  book  will  rectify  this 
position  as  it  not  only  reproduces  almost  all  the 
paintings  and  graphic  work  Hockney  has  ever 
produced,  as  well  as  a  good  number  of  his  draw- 
ings, but  it  presents  the  most  informative  docu- 
mentation of  the  work  to  date  in  the  form  of 
Hockney's  own  words,  edited  from  twenty-five 
hours  of  tape-recordings  by  Nikos  Stangos.  The 
ideas  and  images  behind  each  painting  are 
chronicled,  occasionally  its  development  record- 
ed, and  the  artist  himself  is  revealed  as  a  thinking 
and  feeling  individual,  a  driven  worker  with  an 
alert  visual  sense  and  a  capricious  but  highly 
creative  imagination. 

The  introduction  written  by  Henry  Geldzahlcr 
of  the  Metropolitan  Museum,  New  York,  friend 
and  subject  of  one  of  Hockney's  most  hieratic 
portraits,  presents  a  balanced  appreciation  of 
Hockney's  work,  but  it  fails  in  any  detailed  way 
to  relate  his  achievement  to  that  of  the  period, 
neither  to  his  English  contemporaries  nor  to  the 
American  artists  such  as  Charles  Shecler  whose 
work  he  greatly  admires.  He  does,  however, 
conclude  that  what  separates  Hockney's  work 
from  present  day  photo-realist  painting,  is  his 
sense  of  irony  and  his  human  involvement  with 
his  subject. 

Geldzahler  undervalues  the  early  work  pro- 
duced while  Hockney  was  still  at  the  Royal 
College.  Even  Hockney  himself  now  regards  this 
period  with  a  sense  of  bemused  detachment.  Yet 
during  the  first  two  years  of  the  'sixties  Hockney 
emerged  as  a  leading  talent  and  his  sudden  success, 
which  he  attributes  to  the  fact  his  paintings  con- 
tained subjects  and  therefore  could  be  talked 
about  by  critics  with  greater  ease  than  Abstract 
Expressionism,  was,  however,  largely  due  to  the 
complete  originality  of  his  work.  Admittedly  it 
had  debts  to  Dubuffet,  Bacon,  child  art  and 
graffiti,  and  the  desire  to  propagate  for  homo- 
sexuality was  an  overriding  one,  but  in  its  off- 
the-cuff  style,  its  complete  rejection  of  skill,  its 
re-introduction  of  the  human  figure  combined 
with  the  emotions  it  arouses,  and  above  all  in  its 
poetry,  this  work,  such  as  We  Two  Boys  together 
clinging,  will  surely  be  rated  among  his  greatest 
achievements.  Geldzahler  is  wary  of  them,  find- 
ing them  'overloaded  with  information  and 
inconsistent  stylistic  devices',  but  it  is  precisely 
their  richness  of  content  and  the  various  levels  of 
response  evoked  combined  with  the  exhilerating 
use  of  a  number  of  techniques  to  challenge 
traditional  concepts  that  makes  these  works  such 
masterpieces.  The  criticism  that  the  early  works 
occasionally  become  too  private  and  obscure  is 
sometimes  just,  but  it  is  more  true  of  the  draw- 
ings made  for  the  paintings,  which  were  not 
intended  as  public  statements  and  remain 
intimate,  personal  jottings. 

Both  text  and  reproductions  prove  that 
California  acted  as  a  catalyst  on  Hockney's  style, 
introducing  the  deadpan  coolness  that  Geldzahler 
notices  in  his  subsequent  work.  The  desire  to 
make  his  paintings  clearer  and  more  specific 
points  to  a  new  consideration  for  his  public.  His 


new  professionalism,  the  artist  informs  us,  for-j 
bade  him  to  use  cheap  canvas,  and  instead  of  a' 
throw-away  style  we  now  find  the  concern  for 
precision  that  marks  out  a  perfectionist.  If  the 
public  is  now  considered,  Hockney  has  never 
been  unaware  of  his  audience.  Even  his  ^arly 
works  employ  techniques  deliberately  to  mani- 
pulate the  spectator;  poems  and  teasing  state- 
ments were  written  small  to  induce  the  spectator  I 
to  go  up  close  and  become  forcibly  involved 
with  the  surface  of  the  canvas.  With  Picture' 
emphasising  Stillness,  in  which  two  men  are  about 
to  be  sprung  upon  by  a  tiger  already  in  mid-air, 
Hockney  tells  us  he  wanted  to  rob  the  spectator 
of  the  effect  and  so  he  wrote  in  small  letters  - 
small  enough  not  to  be  read  at  a  distance  -  'They 
are  perfectly  safe,  this  is  a  still'.  The  Californian 
paintings  make  no  such  double-takes  but  are 
concerned  with  formal  problems,  such  as  the 
depiction  of  water  and  reflections  in  glass.  From 
the  half-concealed  passionate  subject  matter  of 
his  early  work,  he  turned  to  a  more  dispassionate 
consideration  of  representation.  From  1965  on- 
wards his  work  became  progressively  more 
naturalistic  and  the  subject  matter  is  often  con- 
fined to  formal  and  stylistic  concerns.  In  the  early 
'seventies  slick  naturalism  combined  with  a 
certain  fashionableness  resulted  in  a  series  of 
portraits  that  may  earn  Hockney  the  title,  the 
John  Singer  Sargent  of  the  'seventies,  when  the 
present  idolatrous  praise  has  passed.  Two  of  the 
most  recent  paintings  reproduced,  Invented  Man 
revealing  Still  Life  and  Kerby  (After  Hogarth),  reveal 
that  he  may  have  rejected  naturalism  in  favour  of 
a  renewed  attack  on  the  traditional  techniques  of 
picture-making.  As  Hockney  is  an  artist  who 
borrows  from  a  wide  variety  of  sources  and  who 
studiously  avoids  repetition,  his  development  will 
always  be  one  of  great  interest,  and  will  continue 
to  surprise,  upset  and  enchant. 

This  book  is  essential  reading  for  anyone 
interested  in  Hockney's  art.  But  it  does  nore  than 
talk  about  the  artist.  It  informs  also  on  art  educa- 
tion during  the  late  'fifties  and  early  'sixties,  first 
at  a  provincial  art  school  where  the  technique 
taught  was  a  mixture  of  Sickert  and  the  Euston 
Road  School  and  the  emphasis  was  always  on 
tone,  and  secondly  at  the  Royal  College  where 
the  influence  of  R.  B.  Kitaj  was  crucial  not  only 
on  Hockney  but  on  other  Pop  artists.  Through 
both  schools  and  through  the  ensuing  success, 
Hockney  preserved  his  integrity  which  stares  out 
from  the  familiar  face  on  the  cover  of  the  book 
with  a  true  Yorkshire  directness.  The  same 
deliberate  gaze  must  confront  his  canvases  when, 
as  he  admits,  he  sometimes  sits  for  an  hour  at  a 
time  in  front  of  them  making  the  next  decision. 
In  the  future  he  intends  to  use  the  complex 
artistic  ideas  developed  over  the  last  sixty  years  to 
consolidate  'the  diversity  of  modernism  into  a 
synthesis'.  He  has  a  certain  disregard  for  original- 
ity and  believes  that  the  battle  for  modern  art  has 
been  won.  Since  1964,  Henry  Geldzahler  informs 
us,  his  ambition  has  been  to  compete  with  the 
history  of  art  rather  than  with  members  of  his 
own  generation. 

Few  contemporary  artists  can  compete  with 
his  present  day  prices,  and  the  appearance  of  this 
book  enables  the  reader  to  assess  the  qualities  on 
which  this  success  is  based.  Several  of  the  draw- 
ings reproduced  prove  that  his  draughtsmanship 
is  of  the  finest  to  be  found  today.  His  line  is 
economical  but  sensitive  to  the  smallest  nuances 
and  in  the  drawing  of  W.  H.  Auden  (Plate  240) 
the  fragility  of  line  balances  the  dog-like,  power- 
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ful  presence  of  the  poet.  Hockney's  literary  bent 
is  made  clear  in  the  book  and  he  frequently 
quotes  four  lines  of  Auden  which  relate  to  his 
own  position,  as  the  artist  who  erupted  the 
formal  concerns  of  abstract  expressionism  with 
his  re-introduction  of  the  personal,  emotional  and 
humanely-felt:  'To  me  art's  subject  is  the  human 
clay  /  Landscape  but  a  background  to  a  torso; 
All  Cezanne's  apples  I  would  give  away  /  For  a 
small  Goya  or  a  I  )aumier\ 
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The  idea  of  an  alternative  tradition  in  modem  art 
is  an  attractive  one  to  a  number  of  art-historians  ; 
in  fact,  it  has  become  something  of  a  game. 
Anxious  to  reduce  the  generally  accepted  em- 
phasis on  the  significance  of  the  School  of  Paris 
in  the  development  of  twentieth-century  paint- 
ing they  propose  instead  a  handful  of  slightly 
different  apostolic  successions  for  our  considera- 
tion. Those  who  believe  England  has  suffered  a 
bad  press  advocate  a  sequence  from  the  Pre- 
Raphaelites  to  Kandinsky  and  Mondrian,  via 
Burne-Jones  and  the  Belgian,  Dutch,  German, 
French  and  Italian  Symbolists.  This  neatly  by- 
passes the  Impressionists,  Cezanne,  Fauves  and 
Cubists  who  have  stolen  the  limelight  for  so  long. 

Kandinsky  and  Mondrian  are  both  discussed  at 
some  length  in  Robert  Rosenblum's  book,  which 
ambitiously  traces  a  line  from  Friedrich  to 
Rothko  -  a  specifically  northern  line,  as  the  title 
proclaims.  It  is  a  persuasive  argument  'based  not', 
as  Professor  Rosenblum  says,  'on  formal  values 
alone  .  .  .  but  rather  on  the  impact  of  certain 
problems  of  modern  cultural  history,  and  most 
particularly  the  religious  dilemmas  posed  in  the 
Romantic  movement'.  Paintings  which  seem  to 
imply  some  kind  of  metaphysical  void  -  the 
symbolic  seascapes  of  Friedrich,  Turner  and 
Nolde,  with  their  infinite  spaces;  the  image  of 
absence,  silence  or  next-to-nothingness  evoked 
by  a  Mondrian  or  a  Rothko  -  can  be  grouped 
together  to  form  a  reasonably  coherent  and  con- 
vincing pattern.  And  there  are  close,  documented 
links:  Ernst's  admiration  for  Friedrich,  for 
example.  But  the  pattern  seems  to  dissolve  when 
the  formal  means  by  which  these  common  pre- 
occupations are  conveyed  to  the  spectator  engage 
our  attention  -  not  that,  as  Professor  Rosenblum 
rightly  observes,  style  and  subject  can  be  separat- 
ed so  easily. 


I  here  is  very  little  resemblance  between  .1 
Friedrich  or  a  Turner  and  a  Mondrian  or  a 
Kandinsky.  One  reason  is  because  nearly  all  the 
post-Romantic  artists  considered  by  Professor 
Rosenblum,  including  Mondrian  and  Kandinsky, 
came  into  contact  with  late  nineteenth-  or  early 
twentieth-century  French  painting;  many  of 
them  were  drawn  to  Paris  early  in  their  careers; 
and  although  this  may  not  have  altered  their 
essentially  Nordic  vision  of  the  world,  it  certainly 
left  its  mark  upon  their  canvases,  changing  often 
quite  radically  their  vocabulary  of  expression. 
The  impact  of  Orphic  Cubism  on  Marc,  Klee  and 
Feininger  is  an  obvious  instance;  so  too  is  the 
influence  of  Fauve  colour  on  Nolde,  Kandinsky 
and  the  other  Expressionists.  But  perhaps 
Mondrian  is  the  principal  case  in  point.  His  'plus 
and  minus'  paintings,  which  led  ultimately  to  the 
breathtaking,  skeletal  format  that  remained  with 
him,  with  minor  variations,  from  around  1920 
until  his  death,  would  have  been  inconceivable 
without  Cubism,  even  though  their  interlocking 
and  parallel  lines  did  coincide  with  certain 
Theosophical  notions  about  fundamental  polari- 
ties in  the  structure  of  the  universe. 

Mondrian  saw  an  exhibition  of  Cubist  painting 
in  Holland  in  191 1,  the  year  before  he  went  to 
Paris,  where  he  remained  until  the  outbreak  of 
war.  Professor  Rosenblum  concentrates  on 
Mondrian's  pre-Paris  work,  his  symbolist,  quasi- 
religious  flowers,  trees,  dunes  and  churches  -  all 
ultimately  dispensable.  These,  rather  than  his 
mature  abstract  works,  lend  support  to  Professor 
Rosenblum's  thesis.  Similarly,  he  takes  no  ac- 
count of  Kandinsky's  later  development  -  those 
stunning  works  of  his  Bauhaus  years  which 
beautifully  fuse  the  artist's  new  awareness  of 
technology  with  his  earlier,  more  spiritual 
approach. 

There  is  also  very  little  resemblance  between  a 
Kandinsky  of  191 3  or  1914  and  a  Mondrian  of  the 
same  period.  The  former,  apocalyptic,  screaming, 
is  worlds  away  from  the  latter's  muted,  almost 
colourless  experiment  with  the  Cubist  grid 
structure. 

There  are,  however,  a  lot  of  very  stimulating 
ideas  in  this  book,  originally  a  series  of  lectures, 
although  some  of  the  visual  comparisons  will 
raise  a  few  eyebrows.  For  Professor  Rosenblum 
tends  to  say  that  a  Friedrich  does  look  like  a 
Mondrian;  specifically,  that  a  typical  Mondrian 
of  the  1930s  'is  a  metaphorical  reprise'  -  Professor 
Rosenblum's  favourite  expresssion  -  of  Fried- 
rich's  Studio  Window,  which  is  stretching  things  a 
bit  to  fit  the  formula.  But  then  this  is  what 
Professor  Rosenblum  intended  to  do;  and  one 
always  admires  an  art-historian  who  sticks  his 
neck  out. 

Unlike  Professor  Rosenblum,  Eddie  Wolfram 
keeps  a  low  profile  in  'The  History  of  Collage', 
subtitled  'an  anthology  of  collage,  assemblage 
and  event  structures'.  The  final  chapters  do 
indeed  read  like  an  anthology,  of  the  most  turgid 
and  pretentious  statements  by  certain  contem- 
porary -  what  do  we  call  them  -  event  struc- 
turists.  One  would  think  that  a  subject  like 
collage  would  be  a  gift  to  any  book  designer.  Not 
so  with  this  volume:  the  jacket  is  perfectly 
ghastly,  the  layout  irritating,  the  illustrations 
lifeless,  and  there  are  a  number  of  printing  errors. 
One  has  the  sense  of  a  hastily  put-together  affair: 
the  designers  have  much  to  learn  from  the  artists 
they  illustrate,  men  like  Lissitzky,  Schwitters  and 
Hcartfield.  Mr.  Wolfram's  text  is  equally 
unimaginative,  although  the  chapter  on  Russian 


Revolutionary  art  contains  some  interesting 
information.  Far  too  often,  though,  he  appears  to 
be  under  the  spell  of  Marshall  McLuhan. 

Collage,  and  all  the  other  '-ages',  have  their 
roots  in  Paris  (as  Professor  Rosenblum  would 
surely  acknowledge)  in  the  work  of  Picasso  and 
Braque.  The  implications  of  collage  for  a  three- 
dimensional  constructive  art  were  quickly 
apparent  to  Picasso.  The  result  was  his  series  of 
'Guitar'  constructions  of  191 2,  the  first  assembled, 
built  sculpture,  made  from  any  piece  of  material 
that  came  to  hand:  cardboard,  sheet  metal,  wire. 
It  seemed  to  answer  Boccioni's  call  for  a  sculpture 
created  out  of  any  number  of  mundane  materials, 
destroying  the  tradition  of  marble  and  bronze; 
but  the  fullest  realisation  of  Boccioni's  pro- 
gramme came  in  the  work  of  Tatlin  and  the 
Russian  Constructivists.  In  the  late  1920s  Picasso 
and  Gonzalez  made  sculpture  out  of  welded  steel, 
again  the  first  of  its  kind.  This  was  to  be  of  crucial 
significance  for  the  work  of  the  great  American 
sculptor  David  Smith. 

Anthony  Caro  first  met  Smith  in  1959,  a  meet- 
ing that  changed  the  course  of  his  art.  Seven  years 
later,  after  the  American's  death,  Caro  made  his 
Hommage  to  David  Smith.  William  Rubin  sees 
Caro  as  having  inherited  the  Constructivist 
tradition  of  sculpture,  which  in  Smith's  hands 
reached  monumental,  poetic  heights,  and  having 
gone  on  to  expand  its  possibilities,  within  certain 
conventional  assumptions,  in  a  way  that  must 
have  staggered  his  more  avant-garde  contempor- 
aries. Like  Paolozzi,  Caro  stood  apart  from,  even 
opposed  to,  the  Minimal  Art  of  the  'sixties. 

Rubin's  monograph,  which  was  written  to 
coincide  with  the  Caro  retrospective  at  the 
Museum  of  Modern  Art  in  1975,  is  very  good 
value.  There  are  numerous  excellent  photo- 
graphs of  Caro's  work  to  1974,  a  useful  chrono- 
logy, a  list  of  exhibitions  and  a  bibliography.  One 
watches  fascinated  as  the  brilliantly  coloured, 
shiny,  hard-edged  sculptures  of  the  'sixties  give 
way,  in  the  early  'seventies,  to  the  softer  but 
heavier,  less  lyrical  and  less  agile  forms  seen 
recently  at  Caro's  Lefevre  exhibition.  And  what 
amazes  one  is  the  apparently  limitless  vocabulary, 
the  sheer  inventiveness:  no  sense  of 'variations  on 
a  theme'.  Caro's  mastery  of  space,  the  feeling  of 
movement  through  space  which  he  imparts  to 
the  most  solid  and  intractable  of  materials,  the 
way  his  sculptures,  with  their  lack  of  central 
anchorage,  seem  to  walk  across  the  floor  or 
tumble  off"  tables,  the  use  of  colour  to  create 
spatial  illusions,  and  the  complex  effects  of  inter- 
locking units,  of  interpenctration  and  repetition, 
all  justify  him  his  place  in  the  forefront  of  modern 
British  art,  where  his  influence  has  been  almost 
dangerously  incalculable. 

Richard  Calvocoressi 


Bloomsbury  Portraits 

By  Richard  Shone 

272  pages,  162  illustrations 

and  8  colour 

London:  phaidon  press 

£8.95 

This  book  is  a  delightful  shot  in  the  arm  for 
Bloomsbury  addicts  and  a  first  thrilling  dose  for 
those  who  (is  it  possible?)  have  read  nothing  on 
the  subject.  The  book  is  beautifully  produced, 
highly  readable,  lovingly  researched,  and  thor- 
oughly illustrated.  But  the  limited  boundaries  of 
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Mr.  Shone's  theme  -  the  lives  and  works  of 
Duncan  Grant  and  Vanessa  Bell  -  and  his  treat- 
ment of  it  will  give  many  readers  withdrawal 
symptoms.  In  his  foreward  Mr.  Shone  forewarns: 
'I  have  not  felt  the  necessity  in  this  book  for 
lengthy  discussion  of  the  subject'  (the  Blooms- 
bury  Group) ;  also  'I  have  chosen  to  end  this  book 
with  the  death  of  Vanessa  Bell's  son  Julian  in 
Spain  in  1937',  and  'I  have  tried  to  keep  away 
from  too  personal  a  narrative  .  .  .  and  from  an 
almost  entirely  critical  book'.  So  we  must  not  be 
disappointed. 

The  absence  of  much  discussion  about  Blooms- 
bury  is  not  a  bad  or  sad  thing :  Quentin  Bell  and 
Michael  Holroyd,  to  name  the  best,  have  done 
it  justice.  Mr.  Shone  does  not  see  the  group  as 
being  important  in  either  the  personal  or  artistic 
development  of  Grant  or  Vanessa  Bell.  Never- 
theless, when  writing  about  the  'twenties,  he  does 
characterise  the  group  particularly  well  as  'a 
curiously  solid  phalanx  against  mounting  "in- 
security and  barbarism".  It  was  progressive  and 
it  was  played  out,  it  courted  success  and  it  was 
absurdly  unworldly  .  .  .  with  an  ostrich-like 
attitude  to  public  affairs,  an  exclusiveness,  a 
superiority,  a  tolerant  contempt  for  new  move- 
ments in  art  and  literature'.  Mr.  Shone  insists 
that  the  group  was  'not  some  highly-organised 
"criminal  association"  knocking  on  the  head  any 
new  manifestation  of  talent,  with  everyone 
wildly  in  love  with  each  other  and  with  each 
other's  work,  breathing  a  fetid  and  neurotic  air 
of  snobbery  and  self-congratulation'. 

Duncan  Grant  and  Vanessa  Bell  certainly 
remain  aloof  from  the  group  in  the  pages  of  the 
book,  contradicting  Mr.  Shone's  initial  comment 
that  'As  I  have  gone  further  into  the  relation- 
ships within  Bloomsbury,  Vanessa  Bell  emerges 
as  the  pivotal  force'.  Both  she  and  Duncan  Grant 
seem  to  develop  outside  of  the  context  of  Blooms- 
bury  -  Clive  Bell,  Virginia  Woolf  and  Lytton 
Strachey,  for  example,  are  discussed  in  the  book 
almost  separately;  only  Roger  Fry's  emotional 
and  intellectual  development  appears  inextric- 
ably bound  up  with  that  of  the  artists.  Letters 
from  Fry,  Clive  Bell,  and  Virginia  Woolf  in 
particular,  heavily  relied  upon  by  Mr.  Shone 
(and  to  great  effect),  seem  much  better  for  their 
anecdotal  than  for  their  emotional  revelations. 
Vanessa  Bell  always  favoured  tranquillity  -  the 
peaceful  forty-four  years  lived  out  at  Charleston 
are  epitomised  by  her  painting  of  it  in  1950, 
illustrated  in  the  book.  Duncan  Grant  was  also 
reclusive  -  'his  absolute  dedication  to  his  work', 
writes  Mr.  Shone,  'came  first;  his  appearance  at 
parties,  at  the  Russian  Ballet,  at  reading  parties 
in  the  country,  were  from  choice  rather  than 
habit'.  Given  these  two  characters,  it  is  a  pity 
that  Mr.  Shone  seems  too  inhibited  to  explore 
fully  their  relationship,  just  as  he  does  not  take 
up  the  opportunity  of  a  full  discussion  of  the 
relationship  between  Vanessa  and  Virginia.  We 
are  left  to  romp  through  animated  descriptions 
of  the  artists  at  house  parties,  travelling  end- 
lessly, staging  plays,  seeing  the  ballet,  and  meet- 
ing other  artists,  including  Picasso,  Derain, 
Matisse,  and  a  whole  host  of  British  contem- 
poraries. The  first  and  subsequent  revelatory 
encounters  with  Wyndham  Lewis  are  particularly 
well  described. 

Artistic  developments  in  Britain  and  France 
between  1910  and  1930  fill  the  book,  of  course, 
and  since  Duncan  Grant  in  particular  was  so 
eclectic,  all  the  various  groups  -  Camden  Town, 
London,  Grafton,  Allied  Artists  -  are  described 


in  some  detail,  as  well  as  the  abstract  and  Vorti- 
cist  movements.  However,  a  full  analysis  of  the 
influence  of  Post-Impressionism  is  abandoned  in 
favour  of  a  history  of  the  Omega  Workshops, 
and  this  is  the  core  of  the  book.  This  is  the  most 
scholarly  section,  with  much  written  and  visual 
material  hitherto  unrecorded.  Mr.  Shone  des- 
cribes the  work,  the  clients  (from  Ezra  Pound  to 
Bernard  Shaw),  the  artists,  its  development,  and 
its  significance,  with  an  infectious  enthusiasm. 

The  scope  of  the  book,  however,  appears  paro- 
chial, even  though  the  artists'  work  and  personal 
lives  are  placed  in  this  wider  artistic  context.  The 
War  is  discussed  only  in  relation  to  their  passion- 
ate pacifism,  and  Mr.  Shone  records  the  effect: 
'The  vividness  of  that  pre-War  clarity  was 
contrast  strongly  with  the  confusion  and  tragedy 
of  subsequent  years'.  Mr.  Shone's  own  views 
seem  too  to  vacillate  between  clarity  and  confu- 
sion in  assessing  the  importance  of  the  works  of 
Vanessa  Bell  and  Duncan  Grant.  Often  he  almost 
apologies  for  the  standard  of  their  work  and  is 
grateful  when  he  can  honestly  indulge  his  praise 
in  their  decorative  and  design  work.  The  excel- 
lent choice  of  paintings  and  photographs  (al- 
though sadly  not  enough  in  colour)  catalogues 
their  artistic  achievement,  but  from  Mr.  Shone's 
assessment  they  appear  more  formidable  as 
people  -  full  of  humour,  dedication,  and  sin- 
cerity -  than  as  artists. 

Martina  Margetts 


Princes  and  Artists 

Patronage  and  Ideology 

at  four  Hamburg  Courts 

I 5 17-163 3 

By  H.  Trevor-Roper 

176  pages,  123  illustrations 

London:  thames  and  Hudson 

£6.50 

This  book,  Professor  Trevor-Roper's  second 
excursion  into  art  history,  'that  fascinating  but 
perilous  labyrinth  of  bristling  poleaxes  and  flick- 
ering stilettoes',  opens  with  a  flourish.  In  the 
Preface  he  quotes  with  approval  Ferdinand 
Braudel's  belief  that  art  and  literature  arc  'les 
vrais  tetnoins  de  toute  histoire  valable'.  Trevor- 
Roper  believes  that  the  historian  should  take 
account  of  these  'temoins'  and  he  has  here  deliber- 
ately selected  'a  period  of  European  history  when 
great  art  and  powerful  ideas  were  intimately 
connected'.  In  particular,  he  has  chosen  to  study 
four  Habsburg  courts  and  discuss  their  rulers  'as 
personal  patrons,  each  with  a  distinct  taste  in  art, 
but  each  also,  by  the  pattern  of  his  patronage, 
reflecting  stage  in  the  changing  European 
Weltanschauung' .  His  chosen  courts  are  those  of 
the  Emperor  Charles  v,  his  son  Philip  n,  the 
Emperor  Rudolf  n,  and  the  Archduke  Albert  and 
Archduchess  Isabella,  the  Spanish  regents  of  the 
Netherlands.  All  Habsburgs,  and  all  Catholics 
certainly,  but  Trevor-Roper  fails  to  discover  the 
promised  pattern  in  the  relationship  between  art 
and  ideology.  Inconsistencies  and  contradictions 
abound  in  the  ways  in  which  these  Habsburgs 
collected  and  commissioned  works  of  art :  how, 
for  instance,  to  account  for  Philip  11's  passion  for 
Bosch?  More  importantly,  Rudolf  n  resists  any 
attempt  to  force  him  into  a  generalised  view  of 
Habsburg  patronage.  However,  the  Weltansch- 
auung aside,  this  book  (which  is  one  of  that 
curious  hybrid  race,  the  series  of  lcctures-become- 


book)  is  a  lively  introduction  to  the  art  of  the 
four  courts.  It  is  a  pleasure  to  read,  peppered 
with  anecdote  and  with  outrageous  throw-away 
remarks.  Queen  Christina,  in  particular,  provokes 
the  Professor's  wrath:  'that  dreadful  woman, 
the  Cartesian  princess,  the  crowned  termagent 
and  predatory  bluestocking  of  the  north'. 
Erasmus  is  the  book's  hero,  though  his  influence 
in  the  second  half  of  the  sixteenth  century  is 
overrated:  his  words  may  have  been  on  every- 
body's lips  but  few  took  them  to  heart.  Trevor- 
Roper  takes  the  reader  swiftly  through  Europe 
with  Charles  v  to  his  final  retreat  into  'his  ample 
and  well-protected  cell'  at  Yuste  where  he  ate 
extravagantly,  played  his  silver-cased  organ, 
gazed  at  his  Titians,  but  still  could  not  resist  'the 
delicious  taste  of  power,  those  "red  boxes"  of 
urgent  state  documents'.  He  lingers  at  Philip  n's 
Escorial  where  the  King  'smothered,  flattened, 
obliterated  the  heresy  beneath  a  massive  weight 
of  stone,  size  or  sound  .  .  .'.  In  his  will  Philip 
ordered  '30,000  masses,  and  all  at  once'.  'When- 
ever he  made  a  bid',  the  Professor  quips,  'it  was  a 
shut-out  bid'.  For  his  account  of  Rudolf  n's 
Prague,  the  author  admits  his  dependence  on 
Robert  Evans'  excellent  recent  biography  of  the 
Emperor,  though  Evans'  chapter  on  the  arts  is  his 
least  satisfactory.  Neither  he  nor  Trevor-Roper 
really  comes  to  terms  with  Rudolf's  eclectic  taste 
in  the  visual  arts.  The  book's  best  chapter  is  the 
last,  on  the  Archdukes  and  Rubens:  he  writes 
well  and  sympathetically  about  Rubens,  and  here, 
in  the  personality  and  career  of  the  painter- 
diplomat,  'great  art  and  powerful  ideas'  really  do 
meet. 

The  book  is  well  illustrated  with  black-and- 
white  photographs,  though  not  all  of  these  are 
clearly  reproduced.  There  is  a  short  bibliography 
and  only  two  pages  of  notes. 

I  enjoyed  the  book,  but  it  hardly  fulfills  the 
grandiose  promise  of  its  Preface.  One  can  only 
hope  that  Trevor-Roper  meditates  further  on 
Braudel's  statement  and  comes  up  with  a  more 
solid  and  complete  work  on  the  relationship 
between  'great  art  and  powerful  ideas'. 

Christopher  Brown 
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GREAT  BRITAIN 


Mentmorc  for  the  Nation  ? 

Mentmorc  and  its  contents,  one  of  Britain's  out- 
standing stately  homes,  is  in  danger  of  being 
broken  up.  Faced  with  massive  death  duties,  the 
owner.  Lord  Rosebery,  is  offering  the  house,  its 
grounds  and  its  magnificent  contents  to  the 
nation  in  settlement  of  his  liabilities.  There  are 
many  precedents  for  such  a  transaction,  and, 
situated  as  it  is  in  Buckinghamshire,  close  to 
Aylesbury  and  the  mi,  it  would  be  possible,  SAVE 
Britain's  Heritage  suggest,  for  the  Victoria  and 
Albert  Museum  to  take  on  the  administration  of 
Mentmore,  as  they  do  Apsley  House,  Hani  House 
and  Osterley  Park.  However,  the  Government 
continue  to  procrastinate. 

The  house  was  built  in  the  early  1850s  to  the 
plans  of  Sir  Joseph  Paxton,  who  designed  the 
Crystal  Palace,  and  his  son-in-law,  George  Henry- 
Stokes,  and  is  a  splendid  example  of  the  Vic- 
torians' extraordinary  ability  to  combine  archi- 
tectural eclecticism  with  technical  innovations. 
The  exterior  is  modelled  on  the  great  late 
Elizabethan  prodigy  houses,  such  as  Wollaton; 
the  interiors  are  very  elaborate  and  the  gallericd 
Grand  Hall  with  carved  stone  decoration  by 
Raffaele  Monti  is  bridged  by  Paxton's  ridge-and- 
furrow  roof.  Most  important  of  all  however  is  the 
collection  of  French,  German  and  Italian  furni- 
ture and  works  of  art,  formed  in  the  nineteenth 
century  especially  for  Mentmore.  As  an  example 
of  its  richness  and  diversity,  in  the  Grand  Hall 
alone  there  are  Savonnerie  carpets,  a  fireplace 
from  Rubens'  house  in  Antwerp,  a  seventeenth- 
century  Venetian  mirror,  eighteenth-century 
armchairs  from  the  Doge's  Palace,  lanterns 
from  the  Doge's  last  bucentaur  and  some  Flemish 
tapestries.  Throughout  the  house  are  many  fine 
examples  of  French  eighteenth-century  furniture 
and  elaborate  and  historically  important  pieces 
such  as  the  German  desk  owned  by  Augustus  the 
Strong  of  Saxony  and  a  cabinet  made  in  Florence 
for  Marie  de'  Medici. 

The  importance  of  the  collection  at  Mentmore 
does  not  only  lie  in  the  fine  quality  of  many  of  the 
individual  items;  it  is  a  unique  ensemble  of  High 
Victorian  taste  created  at  the  apogee  of  Britain's 
power  and  prosperity.  If  it  were  dispersed  and 
removed  from  the  house  for  which  it  was  in- 
tended an  important  part  of  Britain's  artistic  and 
historic  heritage  would  be  lost. 
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The  Grand  Hall,  Mentmore. 
Photograph :  National  Monuments  Record. 


Cabinet,  probably  made  for 
Augustus  the  Strong,  (1670-1733), 
Elector  of  Saxony  and  King  of  Poland; 
marquetry  of  various  woods,  inlaid  with 
mother  of  pearl,  with  ormolu  mounts,  c.  1730. 
Photograph  :  National  Monuments  Record. 


Centenary  exhibitions  at 
The  Fine  Art  Society 

January  to  December  1976 
148  New  Bond  Street,  wi 
12  Great  King  Street,  Edinburgh 

The  Fine  Art  Society  celebrated  its  hundredth 
birthday  in  1976  with  over  a  dozen  exhibitions. 
These  were  held  in  the  Bond  Street  gallery, 
which  still  stands  on  the  same  site  with  the  same 
eye-catching  glass  facade  (designed  in  1881  by 
the  architect  E.  W.  Godwin),  and  in  Edinburgh 
where  the  Society's  branch,  since  its  opening  in 
1968,  has  put  down  vigorous  roots  in  the  Scot- 
tish art  scene. 

In  1876,  the  gallery's  policy  was  to  exhibit 
British  artists  and  to  publish  and  sell  prints  of 
their  works.  Since  then,  the  Society  has  mounted 
some  two  thousand  exhibitions  and  the  list  shows 
very  clearly  that  this  policy  has  been  consistently 
applied.  Themes  occur  again  and  again,  notably 
watercolours  (early  English  watercolours  have 
been  the  subject  of  an  exhibition  every  year 
since  1930),  sea  and  landscapes,  etchings,  paint- 
ings of  flowers,  wild  life,  sport  and  war  illustra- 
tions and  cartoons,  and,  particularly  in  the  first 
fifty  years,  the  Decorative  Arts  and,  since  1958, 
Scottish  art. 

Such  themes  might  appear  prosaic  but,  although 
they  constitute  the  bread  and  butter  of  the  Society, 
the  gallery  is  equally  well  known  and  respected 
for  its  firsts:  Japanese  art,  and  best  of  all  the  art  of 
Hokusai,  had  never  been  seen  in  the  West  until  the 
Society's  exhibition  in  1 890 ;  the  Aesthetes,  Albert 
Moore,  Burne-Jones,  and  Millais,  as  well  as 
Whistler  and  Sickert  became  known  through 
their  exhibitions  at  this  gallery  (and  the  Society 
became  rich  -  when  Millias  and  Whistler  showed 
together  in  1 88 1 ,  forty-two  thousand,  eight  hund- 
red and  thirty  people  came,  paying  ^2,141  in 
admission  fees)  and  in  1912  Marcus  Huish,  the 
Society's  founding  managing  director,  captured 
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I  the  general  enthusiasm  for  the  newly-arrived 
Ballet  Russes  with  a  first  exhibition  of  Bakst's 
drawings  and  designs.  Indeed,  all  these  adventur- 
ous shows  were  inspired  by  Mr.  Huish  and  this 
indicates  the  importance  of  the  directors'  tastes 
and  interests.  Mr.  Huish  established  close  relations 
with  artists  and  patrons  alike.  Through  him,  for 
example,  the  Society  financed  Albert  East's 
working  assignment  to  Japan  in  the  1880s  and 
Whistler's  set  of  Venice  etchings.  Through  his 
friendships  with  patrons  such  as  Ruskin  and  Lord 
Leighton  the  Society  was  able  to  exhibit  one  hun- 
dred and  fourteen  of  Ruskin's  Turner  drawings 
and  work  by  Leighton's  proteges,  such  as  the 
Italian  landscapist  Giovanni  Costa  -  'the  Etruscan'. 
The  Society  also  handled  Lord  Leighton's  work 
and  on  his  death  in  1896  sold  five  hundred  of  his 
works  to  the  Leighton  House  Trust. 

The  taste  of  Ernest  Brown,  who  worked  with 
Mr.  Huish,  showed  itself  in  the  Society's  early 
links  with  the  New  English  Art  Club  which 
were  weakened  when  Mr.  Brown  left  to  found  the 
Leicester  Galleries  in  1903.  In  subsequent  years  the 
more  avant  garde  British  artists  were  ignored. 
Graham  Sutherland  and  the  Nashes  exhibited  be- 
tween the  wars,  but,  for  example,  the  Vorticists  as 
a  group  have  only  been  represented  by  a  retro- 
spective exhibition  called  the  'Art  of  War,  1914- 
1918'  in  1971. 

All  the  artistic  movements  mentioned  were 
represented  in  the  centenary  exhibitions:  eight- 
eenth- and  nineteenth-century  British  water- 
colours,  seascapes,  William  and  Edward  Stott  of 
the  Birmingham  School;  Scottish  painting  by 
James  Cowie  and  works  from  the  Royal  Scottish 
Academy  (to  celebrate  its  hundred  and  fiftieth 
anniversary)  and  illustrations  by  John  Burn ;  works 
by  the  Camden  Town  Group;  and  by  Duncan 
Grant  and  Vanessa  Bell  on  the  occasion  of  the  pub- 
lication in  October  of  the  admirable  book  about 
them  by  Richard  Shone;  the  Etruscan  School 
(ripe  for  more  attention);  Bakst;  and  the  main 
centenary  exhibition  which  drew  together  all 
these  strands  and  included  the  Decorative  Arts  (a 
George  Armitagc  fireplace,  too)  and  particularly 
work  by  Sickert,  Gluck  and  Hokusai.  But  the 
centenary  celebrations  started  with  a  controvers- 
ial artist,  just  to  show  that  the  innovatory  spirit 
amongst  directors  of  the  Society  is  still  as  lively  as 
their  scholarly  concern  to  continue  to  present  the 
complex,  if  often  relatively  mediocre,  range  of 
British  art  c.  1870  to  1930. 

Andrew  Mcintosh  Patrick,  the  present  manag- 
ing director,  first  saw  the  stunning  art  and  art- 
istry of  Romaine  Brooks  at  the  Smithsonian 
Institute's  exhibition  in  Washington  in  1971  and 
returning  to  London  with  the  catalogue  was  the 
first  step  in  getting  a  travelling  exhibition  of  her 
work  to  open  the  celebrations.  Reactions  to  the 
exhibition  ran  the  gamut  of  emotion  from  delight 
to  dismay  for  somehow,  in  the  defiant,  subtly  col- 
oured portraits  and  the  handful  of  altcrnatingly 
humorous  and  sombre  drawings  ('messages 
which  come  from  the  depth  of  her  nights',  wrote 
Edouard  McAvoy)  Romaine  Brooks  conveyed 
all  the  contrasting  aspects  of  her  life:  the  isolation 
of  childhood,  the  later  adulation  at  the  centre  of 
the  glittering  Parisian  literary  circle  which  in- 
cluded Proust,  Colette,  Gide  and  Valcry  and 
travels  between  New  York,  London,  Paris  and 
Capri;  and  underneath  the  glamour  the  struggle 
to  come  to  terms  with  a  lesbian  existence  and  her 
passionate  affair  with  Natalie  Clifford  Barny, 
immortalised  in  Remy  de  Gourmont's  Lcttres  a 
U Amazone.  The  haunting  exhibition  included 


portraits  of  Natalie  and  of  other  friends  and 
beauties  such  as  the  actress  and  dancer  Ida  Rubin- 
stein and  Lady  Troubridge,  also  a  stunning  self- 
portrait  in  riding  gear.  Romaine  Brooks  died 
aged  ninety-six  in  1971.  This  moving  exhibition 
introduced  her  to  a  British  audience. 

Romaine  Brooks  also  painted  Gluck,  and  a 
handful  of  works  by  Gluck  were  part  of  the 
superb  centenary  exhibition  in  April  which  with 
Romaine  Brooks  and  'Camden  Town  Recalled' 
made  up  the  Society's  acknowledged  three  great 
successes  of  the  year.  Portraits,  flowers,  land- 
scapes, the  racecourse  and,  lately,  religious  themes 
have  all  been  subjects  for  Gluck's  elegant,  colour- 
ful eye:  her  style  and  stylisation  showed  in  Bettina 
and  her  strong  brushwork  and  sense  of  composi- 
tion and  colour  made  a  £3,000  painting  out  of  a 
cod's  head. 

The  pick  of  the  centenary  exhibition,  besides 
Gluck,  were  Ruskin's  Turner  drawings,  the  Ven- 
ice etchings  by  Whistler,  Albert  Moore's  paint- 
erly Red  Berries  and  works  by  Hokusai,  Legros, 
the  Etruscans  and  Leonard  Rosoman.  A  master- 
piece was  The  New  Home  by  Sickert  and  it  is  in- 
teresting to  note  that  while  Whistler  was  a  popu- 
lar and  critical  success  in  the  1890s  Sickert  strugg- 
led: Ernest  Brown  showed  some  of  his  sketches 
of  Dieppe  and  Venice  at  the  Society  but  after  he 
left  the  Society  did  not  show  Sickert's  work  again 
until  after  his  death  in  1942.  At  the  turn  of  the 
century  his  sketches  sold  badly  and  he  wrote 
despondently  of  them:  'Practically  all  my  history- 
is  written  in  those  drawings  .  .  .  not  all  arc  really 
good,  but  all  have  something  and  are  instructive 
as  experiments.  The  dead  season  puts  a  terrible 
slump  on  Bond  Street'. 

That  was  summer  1901.  But  in  1976  the  'dead 
season'  was  very  much  alive  to  work  by  Bakst: 
costume  and  set  designs,  portraits,  some  carica- 
tures, such  as  of  Picasso  and  Isadora  Duncan, 
others  sensuous,  complex  and  richly  coloured, 
such  as  of  Nijinsky  and  Scheherazade,  Bakst's 
acknowledged  masterpiece.  These,  with  his  Dieu 
Bleu  designs  and  his  Yellow  Odalisque  show  his 
talent  for  illustration  and  drawing,  but  more  than, 
say,  Dulac  or  Arthur  Rackham,  Bakst  invests 
them  with  a  spiritual  force,  a  heraldic  richness  of 
pattern  and  above  all  a  stunning  sense  of  colour 
and  caprice  which  was  immediately  reflected  in 
contemporary  designs  for  clothes,  jewellery, 
furniture  and  textiles,  and  rcsidually  in  the  'thirt- 
ies Hollywood  musicals  of  Zicgfeld  and  dc  Mille. 
Charles  Mayer,  who  wrote  the  scholarly  cata- 
logue for  the  exhibition  (two  thirds  of  whose 
material  came  from  America  and  some  from 
Russia)  put  Bakst  in  a  new  elevated  light.  In  in- 
terpreting and  applying  Fauvist  colour  combina- 
tions to  his  own  art  Mr.  Mayer  concludes: 
'Bakst  .  .  .  could  be  called  a  populariser  of  "high 
art"  trends ...  a  connecting  medium.  Through  his 
spectacles  a  new,  twentieth-century  vision  came 
into  being'  (!).  Certainly  the  Ballet  Russes, 
Diaghalev  and  Bakst  can  be  seen  as  one  aspect  of 
that  decorative,  colourful  stream  of  art  which 
flew  in  the  face  of  Academe.  Victorian  austerity 
had  gone  for  good;  free  expression  was  just 
around  the  corner. 

The  path  of  Academe,  however,  is  still  firmly 
trodden  by  the  Fine  Art  Society.  The  year's  other 
exhibitions  confirm  this.  Edward  Stott  and 
William  Stott,  both  born  in  Lancashire  in  the 
1 850s  but  unrelated,  worked  in  the  landscape  trad- 
ition. William  Stott's  inspiration  was  Symbolist 
-  'ardour  and  tobacco  were  freely  burned  at  the 
shrine  of  Puvis  de  Chavanncs  and  Jules  Basticn 


Lepage'  wrote  Shaw  Sparrow  of  Stott's  Paris  1 
days,  while  the  plehi  air  scenes  of  Sussex  and  ; 
charming  domestic  compositions  earned  Edward 
Stott  the  nickname  'the  English  Millet'.  The 
Ferry  and  The  Kiss  were  respectively  perhaps  the  i 
best  of  their  work  on  show. 

Four  hundred  people  a  day  on  average  saw 
'Camden  Town  Recalled'  in  October,  a  statistic  1 , 
matched  in  impressiveness  only  by  the  five  hun-  j 
dred  hours  it  took  Dr.  Wendy  Baron  to  assemble  ] 
the  exhibition  (she  wrote  the  authoritative  cata-  I 
logue  too).  Part  of  the  exhibition  recreated  the  J 
first  Camden  Town  Group  show  at  the  Carfax  ,  j 
gallery  in  191 1  and  altogether  the  one  hundred  J 
and  fifty  works  demonstrated  the  large  variety  of  1 
styles  and  degree  of  talent  within  the  group.  I 
Sickert  was  its  founder  and  inspiration  and  his  H 
works  were  the  best  in  the  exhibition,  but  those  by  H 
Gore  and  Gilman  captured  the  imagination  too;  n 
works  by  Bevan,  Pissaro,  Drummond  and  I 
Ratcliffe  were  more  humdrum,  but  Giuner  and  U 
Innes  emerged  as  artists  due  for  reappraisal.  It  was  * 
a  vivid,  scholarly  and  well  selected  exhibition  | 
memorable  for  its  subject  matter  -  much  more  ► 
proletarian  than  that  of  the  Whistler  set  -  and  in-  •/ 
vited  interesting  comparisons  with  the  new  1 
English  Art  Club  and  other  contemporary  groups.  Ii 
This  didactic  aspect  of  the  Society's  exhibitions  1 
has  been  noted  since  the  gallery's  foundation.  In 
1 88 1  a  critic  wrote  in  The  Art  Journal:  'Commer-  ]m 
cial  considerations  do  not  appear  to  be  the  sole 
controlling  motive  of  the  exhibitions  .  .  .  An  ed-  I 
ucational  purpose  palpably  asserts  itself  on  every  j 
occasion,  and  this  is  perhaps  the  reason  why  this  ! 
gallery  has  recieved  in  so  large  and  pronounced  a  1 
degree  the  countenance  and  support  of  the  edu-  H 
cated  public'. 

Duncan  Grant  painted  Tulips  in  191 1  and  show- 
ed it  with  the  Camden  Town  Group  and  it  was 
in  this  exhibition.  But  already  he  was  moving  to- 
wards  Abstraction  at  that  time,  as  was  Vanessa 
Bell.  Their  work  complemented  Richard  Shone's 
book  in  a  comprehensive  exhibition  in  Novem-  1 
ber,  which  included  gems  such  as  House  at 
Ashenham,  On  the  Roof  at  Brunswick  Square  and  J 
several  still-lifcs  and  portraits,  notably  of  David 
Garnett,  I  'anessa  Bell  in  a  Sunliat  and  of  Virginia 
Wool/. 

The  sheer  feast  of  colour,  the  domestic  sub-  1 
jects  and  painterly  technique  are  perhaps  the  reas- 
ons for  such  renewed  and  widespread  interest  in 
the  so-called  English  Impressionists.  Certainly 
they  attracted  more  attention  than  the  works  j 
from  the  Royal  Scottish  Academy  in  which  Joan  1 
Eardley  and  Anne  Redpath  stood  out,  work  by  , 
the  Scottish  painter  James  Cowie  and  the  exhibi-  J 
tion  of  'The  Sea'.  This  latter  exhibition  recalled  • 
Mr.  Huish's  interest  in  the  subject  and  his  convic-  ; 
tion,  the  opposite  of  Ruskin's  view,  that  the  j 
British  could  paint  the  sea  brilliantly  and  that 
surely  a  National  School  would  come  of  the  j 
talent.  In  the  exhibition  only  a  few  works  stood 
out,  such  as  by  William  Wyllie,  Stanley  Spencer, 
Edward  Cooke  and  Frank  Brangwyn. 

Sickert  called  the  Fine  Art  Society  the  'best  shop 
in  London'.  Its  range  and  energetic,  scholarly  ap-  1 
proach  are  part  of  its  success.  As  for  the  future  the 
Society's  policy  does  not  look  like  being  changed. 
This  year  there  will  be  exhibitions  on  Frederick 
Cayley  Robinson,  Nan  Hudson  and  Ethel  Sands, 
on  Leonard  Rosoman,  furniture  from  Godwin 
to  Mackintosh  and  on  the  Scottish  colonialists. 
What,  I  wonder,  will  a  report  on  the  Fine  Art 
Society  have  to  say  in  2076? 

Martina  Margetts 
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The  Museum  of  London 

The  new  Museum  of  London  in  the  Barbican 
was  opened  on  2  December  1976  by  Her  Majesty 
the  Queen.  An  amalgamation  of  the  London 
Museum  (previously  at  Kensington  Palace)  and 
the  Guildhall  Museum,  it  presents  the  story  of 
London  and  Londoners  from  prehistoric  times  to 
the  present  day.  The  exhibits  are  divided  into 
sections  representing  different  periods  of  London's 
history,  each  section  having  a  distinct  character  of 
its  own:  the  Tudor  gallery,  for  example,  has  a 
walk- way  hung  with  banners  and  is  full  of  rich 
and  colourful  costumes,  gold  and  jewellery,  while 
the  Georgian  gallery  incorporates  a  round  space 
in  which  there  are  few  objects  simply  displayed, 
suitable  to  the  Age  of  Reason.  The  earlier  sections 
which  draw  for  the  most  part  on  archaeological 
remains  found  in  London  have  been  imagin- 
atively constructed  with  a  lively  sense  of  the  times 
they  represent:  in  the  Roman  section  domestic 
interiors  arc  reconstructed  complete  with  pies  and 
loaves  of  bread  and  at  the  corner  of  the  building  a 


Shoe  horn  by  Robert  Mindum, 
dated  1593. 
Museum  of  London. 


large  plate-glass  window  enables  visitors  to  see 
the  section  of  the  Roman  wall  excavated  during 
the  building  of  the  Barbican.  Throughout  the 
museum  the  objects  are  clearly  and  interestingly 
displayed,  supported  by  artist's  impressions  and 
brief  but  informative  explanations.  A  balance  has 
been  struck  between  the  didactic  and  the  plea- 
surable, the  historical  events  illustrated  with  the 
many  beautiful  objects,  making  the  museum  a 
fascinating  place  to  visit.  bl 


Zoffany 

Painter  of  the  Georgian  Scene 
i4january-26  March  1977 
National  Portrait  Gallery  Annexe 
15  Carlton  House  Terrace,  swi 

Johan  Zoffany  (1733-1810)  is  one  of  the  most 
popular  of  painters  working  in  late  eighteenth- 
century  England,  and  the  London  public  have 
had  recent  opportunities  to  see  some  of  his  most 
notable  works  at  the  Hayward  and  the  Queen's 
Gallery.  In  a  comprehensive  exhibition  Mary- 
Webster  has  now  assembled  pictures  from  all  the 
different  periods  of  his  varied  career.  We  move 
from  his  beginnings  as  a  Continental  court 
painter  and  the  early  success  brought  by  painting 
theatrical  conversations  for  the  new  public 
exhibitions  in  the  England  of  the  1760s.  This  led 
to  royal  patronage  and  a  visit  to  Italy  between 
1772  and  1779,  as  well  as  a  flourishing  private 
practice  which  was  interrupted  only  by  a  lucra- 
tive visit  to  India  between  1783  and  1789. 

In  illustrating  these  different  periods  the  exhi- 
bition shows  examples  of  a  wider  range  of  work 
than  is  usually  associated  with  the  painter.  There 
are  the  religious  and  allegorical  works  of  his 
early  twenties  which  have  been  lent  by  Conti- 

Johan  Zoffany. 
The  Reverend  Randall  Burroughs 
and  his  son  Ellis,  28  X  35  inches. 
Private  Collection. 
National  Portrait  Gallery. 


ncntal  collections;  there  are  also  little-known 
works  such  as  The  Festival  of  the  Maize  Harvest 
painted  in  Italy  in  1778,  and  The  Plundering  of  the 
King's  Cellar  at  Paris  of  1794.  This  piece  of 
history  painting  is  the  only  work  reflecting  a 
comment  on  the  times  and  its  different  tone  is 
matched  by  the  lack  of  the  cheerful  colour  and 
finish  of  the  conversation  pieces. 

It  is  for  the  conversation  pieces  that  Zoffany  is 
popular  and  for  which  visitors  will  come.  There 
is  a  splendid  selection  to  be  enjoyed,  starting  with 
the  amusing  theatrical  pieces  painted  for  Garrick 
and  Foote.  At  a  more  ambitious  level  there  are 
later  works  such  as  The  Royal  Academicians,  and 
The  Tribuna  of  the  Uffizi,  the  work  for  which 
Queen  Charlotte,  also  German-born,  sent  him  to 
Italy  in  1772.  Among  the  more  elaborate  of  the 
private  groups  the  most  outstanding  are  probably 
the  extensive  Family  of  Sir  William  Young  which 
dates  from  the  late  1760s,  and  two  of  those 
painted  between  returning  from  Italy  and 
departing  for  India,  Charles  Townley  amid  his 
collection  of  statuary,  and  The  Sharp  Family.  The 
catalogue  brings  out  the  way  in  which  the  setting 
for  a  picture  such  as  Sir  Lawrence  Dundas  and  his 
Grandson  are  carefully  composed  from  chosen 
possessions  rather  than  being  pictures  of  actual 
interiors. 

Not  all  of  Zoffany's  pictures  were  as  grand  as 
these,  and  the  charm  of  his  work  comes  over  best 
with  informal  family  groups  and  pictures  of 
children  (see  illustration). 

There  are  also  portraits  of  people  like  John  Cuff 
and  his  assistant  and  the  Sharp  family  gardener, 
old  Jonathan  Jackman.  Apart  from  the  latter,  and 
the  self-portraits,  few  of  his  pictures  of  people  arc 
unsupported  by  an  emphasis  on  clothing  or  the 
backdrop  of  furniture  or  landscape.  Whether 
from  a  desire  not  to  displease  his  sitters  or  from  a 
lack  of  interest  in  such  things  Zoffany  brought 
out  few  insights  into  the  characters  or  feelings  of 
those  he  painted.  He  was  indeed  the  painter  of 
the  Georgian  scene  rather  than  of  Georgians. 

The  selection  of  ninety  paintings  is  supple- 
mented by  some  twenty  drawings,  which  pro- 
vide few  excitements,  and  by  nearly  thirty  prints. 
These  fill  gaps  where  pictures  are  unavailable  or 


untraced,  but  they  are  also  valuable  in  their  own 
right,  since  it  was  through  mezzotint,  notably  of 
the  theatrical  groups,  that  Zotfany  was  known  to 
most  people.  Like  other  painters  of  the  time  he 
also  painted  genre  pictures  specifically  to  be  en- 
graved; one  likely  example,  of  which  the  picture 
is  exhibited,  is  The  Hare  and  the  Porter,  of  which 
the  print  was  published  by  Saver. 

A  portrait  of  the  publisher's  son  fishing  is  one 
of  the  most  delightful  of  the  pictures  shown  here 
which  remain  in  private  hands.  One  of  the  results 
ot  this  exhibition  should  be  to  encourage  further 
private  owners  to  inform  Miss  Webster  of  works 
by  Zotfany  in  their  possession  and  one  looks 
forward  to  a  monograph  on  the  artist  along  the 
same  lines  as  her  work  on  the  less  important 
figure  of  Francis  Wheatley. 

David  Alexander 


German  Expressionism 

A  season  of  German  Expressionism  was  organised 
in  Scotland  during  December  and  January  by 
the  Scottish-German  Centre/Goethe  Institute. 
Glasgow  Art  Gallery  contributed  an  exhibition 
(7  December-16  January)  of  some  seventy 
graphics  borrowed  from  Diisseldorf  and  Stutt- 
gart which  traced  the  development  of  the  early 
works  of  the  Briicke  and  the  Blaue  Reiter,  with 
its  lyrical  undertones  to  the  more  political  prints 
of  the  years  immediately  following  the  First 
World  War. 

Glasgow  University  also  displayed  an  impres- 
sive selection  of  Expressionist  prints  drawn  from 
its  Hungarian  collection  (8  December-28  Janu- 
ary 1977).  A  series  of  lectures  held  in  Glasgow 
and  Edinburgh,  including  talks  by  Douglas  Hall 
Professor  Sixten  Ringbom,  Peter  Vergo,  Frank 
Whitford  and  John  Willet,  complemented  the 
exhibitions.  FC 


Robert  Hume. 
Cornwallis  receiving  the  young  sons 
of  Tipn  Sultan,  58  X  78  inches. 
National  Army  Museum,  London. 

This  fine  narrative  painting,  long  attributed  to 
Arthur   Dcvis,   was   exhibited   at   the  Royal 


Academy  in  1797.  After  a  chequered  history  it 
has  finally  been  acquired  by  the  National  Army 
Museum  thanks  to  an  exceptionally  generous 
donation.  It  now  takes  its  place  alongside  the 
same  artist's  better-known  The  Death  of  Colonel 
Moorhouse,  and  other  works  by  Lawrence, 
Gainsborough  and  Reynolds  in  the  museum's 
collection. 


FRANCE 


Puvis  de  Chavannes 

27  November  1976-14  February  1977 
Grand  Palais,  Paris 

Pierre  Puvis  dc  Chavannes  (1824-1898)  has  never 
lacked  appreciation,  if  only  for  the  reverence  in 
which  he  was  held  during  his  own  lifetime  and 
for  his  immense  influence.  Perhaps  because  he 
was  primarily  a  mural  decorator  -  apart  from  his 
work  in  Paris  (the  Pantheon,  the  Hotel  de  Villc, 
the  Sorbonne),  he  painted  often  huge  cycles  in 
Poitiers,  Amiens  and  Lyon  -  his  name  has  been 
mistakenly  connected  with  the  more  regrettable 


aspects  of  French  nineteenth-century  official  art. 
Since  it  was  in  these  decorations  that  Puvis  real- 
ised his  artistic  aims  most  fully,  a  real  appreciation 
of  these  aims  is  incomplete  without  personal 
knowledge  of  them :  during  the  exhibition,  those 
in  the  Sorbonne  and  the  Hotel  de  Ville  were  spec- 
ially opened  to  the  public,  and  the  Pantheon  is  al- 
ways easy  of  access.  Although  these  huge  paint- 
ings are  not  murals  in  the  strict  sense,  being 
painted  on  canvas  which  is  attached  to  the  wall 
surface,  it  was  impossible  to  include  them  in  this 
exhibition.  Instead,  the  creative  process  leading 
up  to  them  was  examined  in  the  drawings  and 


preparatory  painted  studies,  augmented  with  the  .j 
reductions  which  Puvis  made  after  his  originals. 

Puvis'  painting  is  above  all  extremely  beautiful, 
crystallising  many  of  the  post-Davidian  ideals  of 
perfection  through  its  ceaseless  search  for  the  ex- 
pression of  form  through  line.  To  his  total  mast- 
ery of  line,  Puvis  added  a  unique  sense  of  colour 
which  conforms  neither  to  the  Ingres  nor  to  the 
Delacroix  strain  in  contemporary  painting.  After 
a  brief  flirtation  with  strong  neo- Venetian  colour 
(he  passed  briefly  through  the  Delacroix  atelier)  in 
the  1 850s,  his  beginning  of  the  cycle  at  Amiens  in 
1 86 1  signals  his  movement  towards  the  colouristic 
subtleties  of  his  later  work.  Here  too,  the  sub- 
jects -  Belluni,  Concordia,  Le  Travail  and  he  Repose 
indicate  the  trend  which  Puvis'  themes  were  to 
follow:  within  themes  seemingly  totally  depend- 
ent on  an  academic  type  of  iconography  he  began 
to  move  towards  a  personal  interpretation  in 
formal  terms  undreamt  of  by  other  official  artists. 
Throughout  almost  all  of  his  paintings,  the  human 
body  remained  his  most  potent  expressive  vehicle, 
generally  seen  however  against  strongly  empha- 
sised horizontal  landscape  which  he  later  reduced 
to  unarticulated  bands  of  colour.  By  simplifying 
the  internal  modelling  of  the  body  and  combining 
this  with  his  preferred  palette  of  beiges,  greys, 
browns  and  carefully  modulated  pastel  shades 
occasionally  offset  by  shockingly  vibrant  spots  of 
colour  (as  in  the  study  for  Massilia,  colonie 
grecque,  1868/9,  f°r  the  Musee  de  Marseille) 
Puvis  attained  to  a  monumentality  and  spatial 
unity  with  few  equals  in  the  nineteenth  century. 

All  of  his  finest  canvases  partake  of  these  quali- 
ties, and  yet  always  avoid  the  potential  monotony 
which  they  risk  through  the  almost  total  absence 
of  pronounced  movement  and  colour,  and  the 
use  of  religious,  allegorical  or  historical  subject 
matter  at  a  time  when  leading  French  artists  had 
turned  to  a  totally  novel  ideology.  The  two  ver- 
sions of  I'Esperance,  one  clothed,  the  other  nude, 
both  showing  a  delicate,  almost  ethereal  girl 
seated  and  holding  out  a  laurel  twig  in  her  left 
hand,  evoke  a  spirit  every  bit  as  modern  as  Im- 
pressionist works  of  the  same  date  -  1872.  And 
the  same  quality  of  an  archetypal  imagery  emerges 
from  paintings  such  as  Le  Chant  dii  Berger  and 
Le  Bois  Sacrc  Cher  aux  Arts  et  aux  Muses  in  which 
severely  elegant  and  hieratically  stylised  figures  in 
classical  draperies  inhabit  a  pictorially  unreal 
world  of  whites,  creams,  pale  greens  and  a 
watery  gold. 

Through  over  two  hundred  exhibits,  including 
many  of  the  magnetically  intense  drawings  (such 
a  particularly  memorable  study  of  an  Ecce  Homo 
from  Lille  and  the  Millet-like  studies  for  Le  Pauvre 
Pecheur  of  1 881),  this  exhibition  clarified  Puvis' 
search  for  the  formal  purity  which  he  achieved 
remarkably  early  in  his  career  and  whose  mastery 
never  deserted  him.  The  adoration  which  he  in- 
spired in  so  many  different  schools  of  French 
painters  from  the  Symbolists  to  the  Nabis,  and 
the  precedent  he  set  for  painters  with  not  dis- 
similar aims  such  as  Matisse,  were  explained 
simply  by  the  presence  of  L'Ete,  Jeunes  Filles  an 
Bord  de  la  Mcr  and  unassuming  little  canvases  such 
as  the  scintillating  view  of  Versailles.  While  it  may 
still  be  less  easy  for  us  to  sec  clearly  the  genius 
which  separates  Puvis  as  a  great  religious  painter 
(as  opposed  to  the  role  of  mere  illustrator  ade- 
quately filled  by  many  others  of  the  period)  from 
Puvis  as  a  pure  lyricist,  the  step  has  been  taken  to 
liberate  him  from  much  misunderstanding. 

To  complement  this  exhibition,  a  selection  of 
drawings  by  Puvis  are  on  view  in  the  Petit  Palais. 

Charles  McCorquodale 


144 


Hungarian  Art  of  1900 

Until  a8  February  the  Petit  Palais,  Paris  is  show- 
ing a  selection  of  about  five  hundred  Hungarian 
works  of  art  of  the  turn  of  the  century.  Decora- 
tive Arts  arc  predominant  (ceramics,  glass,  metal) 
as  was  appropriate  at  a  time  when  Art  was 
regarded  as  an  essential  part  of  everyday  life.  The 
popular  forms  traditionally  illustrate  a  character- 
istic vigour  which  has  its  source  in  the  legends 
and  ballads  of  a  distant  past.  The  ornamentation 
also  is  striking  in  the  canvases  of  great  Hungarian 
artists  such  as  Vasary  or  Ripple-Ronai.  Most  ot 
the  paintings  on  view  demonstrate  the  delicate 
poetry,  the  curving  lines  and  the  pure  flat  colours 
to  be  found  m  the  work  of  most  European  artists 
of  the  period  from  the  Prc-Raphaelites  to  Vallot- 
ton  and  the  Nabis.  Other  artists  such  as  Koszka 
and  Gulaczy  remained  on  the  fringe  of  the  Art 
Nouveau  movement.  Gerald  Schurr 


Paris  1925 

November  1976-Fcbruary  1977 
Muscc  des  Arts  Dccoratifs, 
Paris 

This  exhibition  was  essentially  French,  a  realistic 
reflection  of  the  French  dominance  of  the  original 
International  Exhibition  of  1925.  Fifty  years  on, 
it  was  an  excellent  opportunity  to  reconsider  Art 
Deco  in  the  light  of  what  it  was  really  all  about  at 
the  start. 

The  first  impression  was  one  of  familiarity,  so 
many  objects  well  known  from  countless  illustra- 
tions, so  mairj  names  casually  bandied  about  over 
the  years.  Yet,  in  the  flesh,  the  objects  are  fre- 
quently confusing.  First,  they  are  so  consciously, 
almost  self-consciously  French.  Second,  it  is  hard 
to  see  them  as  the  revolutionary  objects  that  his- 
tory has  made  them,  for  the  most  powerful  ele- 


Lajos  Gulacsy. 
Paolo  and  Franccsca,  1903, 
watercolour,  33  X  25  cm. 
Petit  Palais,  Paris. 


mcnt  in  the  exhibition  was  the  continuity  of 
tradition.  So  many  things  simply  represented  an 
extension  of  the  French  Rococo  and  Empire 
periods,  in  style,  in  decoration  and  in  use  of 
materials.  The  eighteenth-century  tradition  was 
reflected  in  the  extensive  use  of  lacquer  by  the 
designers  of  the  1920s. 

The  obvious  signs  of  revolution  and  change, 
the  pursuit  of  new  technologies,  new  materials, 
new  ways  to  use  old  materials  and  a  decorative 
interest  in  abstraction,  provided  a  contrast.  Many 
of  the  contributors  were  able  to  represent  both 
elements:  Lalique,  for  example,  made  glass  that 
was  essentially  mannerist  in  style,  and  yet  the 
methods  used  could  only  belong  to  the  twentieth 
century. 

The  work  of  two  designers  seemed  to  domi- 
nate the  exhibition,  for  only  they  expressed  the 
modernism  that  has  traditionally  become  a  part 
of  Art  Deco.  The  glass  forms  created  by  Maurice 
Marinot  represent  a  total  revolution  in  style, 
technique  and  philosophy,  while  Sonia  Delaunay's 
simultaneous  creations  show  a  novelty  and  a 
wholly  dynamic  approach  to  design  that  was 
lacking  in  the  exhibition  as  a  whole.  Beside 
Delaunay,  Poiret's  dresses  looked  to  have  come 
out  of  the  ark. 

The  eccentric,  outrageous  and  absurdly  mod- 
ernistic associations  that  became  a  part  of  Art 
Deco  were  clearly  not  present  at  its  birth.  Rather 
it  was  a  cautious  but  technically  exciting  extrava- 
gant style,  owing  as  much  to  French  traditional- 
ism as  to  the  modern  movement,  a  highly  pro- 
fessional style  based  on  excellent  craftsmanship. 
This  was  underlined  by  a  small  section  devoted  to 
the  precursers  -  Mackintosh  and  Rietveld  furni- 
ture, and  the  products  of  Belgian  and  Viennese 
designers  -  which  all  looked  vieux  chapeau  by 
comparison  with  the  smooth  sophistication  of  the 
French  objects  that  surrounded  them. 

Paul  Atterbury 

German  Romantic  Painting 

Romantic  painting  in  Germany  is  not  well 
known  to  foreign  art  lovers.  The  musicians,  poets 
and  writers  of  the  period  have  long  captured  the 
attention  of  Europeans  but  the  painters  are  for  the 
most  part  unknown.  The  two  hundred  and  fifty 
paintings  and  drawings  on  view  until  28  February 
at  the  Orangerie  of  the  Jardin  des  Tuilcries  in 
Paris  bring  out  the  unusual  qualities  of  these  land- 
scape painters  -  their  attention  to  detail,  disquiet- 
ing sensitivity  and  love  of  fantasy.  The  greatest  of 
them  is  undoubtedly  Caspar-David  Friedrich 
(1774-1840)  whose  inspiration  sprang  from  waste 
land  in  winter,  mysterious  forests,  the  cruelty  of 
nature  and  the  tragic  loneliness  of  man.  From  his 
ice-clad  mountains  and  twisted  trees  rises  a 
strange  force  which  seems  to  have  inspired  some 
of  the  surrealists.  GS 

Russian  Romantic  Painting 

Other  rooms  at  the  Grand-Palais  are  devoted, 
until  21  February,  to  Russian  painting  of  the  early 
nineteenth  century  very  little  known  in  Europe: 
seventy  paintings,  thirty-five  watercolours  and 
drawings  from  the  museum  at  Leningrad  and  the 
Tretiakov  Gallery  in  Moscow.  There  are  por- 
traits by  Tropininc,  Italian  landscapes  by 
Chedrine,  lyrical  scenes  by  Brioulov,  landscapes 
bathed  in  the  tranquil  poetry  of  Venetsianov, 
highly  coloured  rough  sketches  of  Alexandre 
Ivanov,  racy  anecdotes,  very  touched  up,  of 
Krylov  and  Plakhov. 
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The  Art  of  Serizawa 

At  che  Grand  Palais,  Paris,  until  14  February  can 
be  seen  all  types  of  decorative  work  by  Serizawa, 
born  in  1895  in  Japan.  His  craftsmanship  combines 
the  freshness  of  his  own  inspiration  with  a  live- 
-  liness  of  colour  and  a  purety  of  design  typical  of 
•  the  delicate  touch  of  Japanese  artists.  Kimonos, 
screens,  mural  paintings,  porcelains,  illustrations 
for  books  and  magazines  show  why  in  his  own 
country  his  imaginative  powers,  ceremonial 
magic  and  masterly  grace  and  spontaneity  have 
earned  him  the  title  of  'national  living  treasure'. 


Serizama. 
View  of  the  town  of  Mashibo, 
kakemono,  1937,  silk. 
Grand-Palais,  Paris. 


Camilla  Pissarro  and  his  friends 

Until  28  February  the  Musee  de  Pontoise  (4  rue 
Lemercicr,  Pontoise),  on  the  banks  of  the  Oise 
where  many  of  the  Impressionists  worked  and 
where  Van  Gogh  put  an  end  to  his  life,  is 
exhibiting  'Camille  Pissarro,  his  family  and 
friends'.  Paintings,  pastels,  drawings  and  en- 
gravings, documents,  letters  and  photographs 
recall  this  West  Indian  who  arrived  in  Paris  in 
1855  at  the  age  of  twenty-five,  worked  in 
London  with  Claude  Monet  in  1870  and  subse- 
quently settled  at  Pontoise  where  he  was  joined 
by  Cezanne.  From  1874  he  was  one  of  the 
Impressionist  group  and  then  adopted  the 
Divisionist  style  of  Seurat  but  reverted  in  1888  to 
the  theories  of  Monet  to  which  he  remained 
attached  until  his  death  in  1903.  gs 


Durenne. 
Reading,  1900,  24  X  19  cm. 
Musee  de  Pontoise. 


HOLLAND 


Johannes  Schiotling 

An  Amsterdam  silversmith  and  his  circle 
24  December  1976-27  February  1977 
Rijksmuseum,  Amsterdam 

That  the  study  of  Dutch  silversmiths'  work  by  no 
means  came  to  a  full  stop  after  the  deaths  of  such 
prominent  connoisseurs  as  Elias  Voet.Jr.,  and  J.W. 
Frederiks  has  already  been  made  apparent  by  the 
remarkable  number  of  silver  exhibitions  held  in 
Dutch  museums  of  late  years,  to  which  was  re- 
cently added  yet  another  interesting  show,  that  of 
'Municipal  Plate  of  Ovcrijsscl'  in  Zwolle. 

It  is  a  pleasure  to  report  that  the  Rijksmuseum 
in  Amsterdam  too  has  opted  to  organise  a  similar 
exhibition.  However  curious  this  might  seem  at 
first  sight,  it  is  devoted  to  the  work  of  a  mere 
handful  of  foreign  silversmiths  who  settled  in 
Amsterdam  after  the  middle  of  the  eighteenth 
century.  The  central  figure  in  this  company  was 
Johannes  Schiotling  (generally  referred  to  as  Siot- 
teling  in  earlier  literature),  who  was  born  in  1730 
in  Gothenburg  in  Sweden,  where  he  completed 
his  apprenticeship.  After  some  peregrinations  he 
made  his  appearance  in  Amsterdam  in  1762  and 
there  he  succeeded  in  developing  into  one  of  the 
best  masters  of  his  craft,  just  as  his  presumed  com- 
patriot Andrew  Fogelbcrg  did  in  London.  His 
early  work  in  Louis  xv  style  still  shows  similari- 
ties to  Scandinavian  silver  of  that  period  both  in 
its  forms,  for  example  the  tankard  (catalogue 
number  10)  of  a  type  that  hardly  ever  appears  in 
Dutch  silver,  and  in  its  somewhat  busy  ornament 
overloaded  with  flowers  and  rocaille  borders. 

It  is  not  improbable  that  the  tankard  referred  to 
was  made  to  the  commission  of  the  rich  English 
banker  John  Hope,  for  whom  in  later  life  Schiot- 
ling made  a  great  many  other  silver  objects,  in- 
cluding an  extensive  service  (catalogue  numbers 
18  and  25).  It  was  undoubtedly  also  thanks  to 
Hope's  good  offices  that  Schiotling  was  able  to 
make  a  considerable  quantity  of  church  silver  in 
1771  for  the  English  Reformed  Church  in  the 
Begijnhof  in  Amsterdam.  This  silver  was  largely 
paid  for  by  Hope  himself,  his  generous  gesture 


being  supplemented  by  contributions  from  a  num-  i 
ber  of  other  wealthy  members  of  the  church.  It 
was  originally  decided  to  have  the  whole  set  car- 
ried out  in  silver,  but  'upon  mature  deliberation  it 
was  judged  more  proper  and  decent,  to  have  poor 
boxes  made  of  ebony  wood  set  in  silver,  with  a 
silver  label  on  both  sides'. 

This  prestigious  commission,  in  which  Schiot- 
ling acquitted  himself  in  excellent  style  -  witness 
the  results  (catalogue  numbers  12-15)  -  can  be  re- 
garded as  a  high  point  that  had  a  decisive  influence 
on  his  subsequent  career.  He  began  to  use  much 
stricter  forms  and  classicist  motifs,  managing  to 
invest  his  work  in  this  new  style  with  no  less 
grand  an  air,  thanks  to  his  craftsmanship  and  good 
taste.  In  addition,  his  financial  position  was  so  far 
strengthened  in  1771  that  he  left  his  workplace  in 
an  unpretentious  part  of  the  city  in  order  to  move 
into  retail  premises  in  the  expensive  Kalverstraat. 

Among  the  circle  of  silversmiths  associated 
with  Schiotling's  workshop,  whose  work  is  to  be 
seen  in  this  exhibition,  are  his  two  sons  Andreas 
and  Johan  Hendrik,  his  brother-in-law  Johan 
Diederik  Jansen  and  the  highly  gifted  Christoffel 
Mittscherlich,  and  it  can  be  taken  that  Svante 
Stridbeck,  who  likewise  came  from  Sweden  and 
who  was  in  Amsterdam  from  1780  onwards,  also 
worked  in  collaboration  with  the  Schiotling 
workshop,  although  it  has  not  as  yet  proved  pos- 
sible to  establish  a  direct  relationship.  There  was  so 
great  a  demand  for  silverware  in  Amsterdam,  not 
only  in  the  'Golden  Age',  but  also  in  the  late 
eighteenth  century,  that  silversmiths  from  else- 
where could  acquire  citizenship  and  membership 
in  the  Guild  without  much  difficulty.  Thus  in 
the  period  between  1760  and  1790  no  less  than 
one  hundred  and  seventy-two  silversmiths  came 
and  set  up  in  Amsterdam  from  other  places,  most- 
ly the  northern  parts  of  the  Netherlands  and 
Germany,  the  Baltic  countries  and  Scandinavia. 
This  influx  is  illustrated  in  the  exhibition  by 
means  of  two  maps,  while  in  a  similar  manner  the 
places  where  the  silversmiths  settled  in  Amsterdam 
at  this  period,  which  were  mostly  close  together, 
are  indicated  on  a  plan  of  the  city. 

This  fascinating  exhibition,  which  convincingly 
demonstrates  that  there  were  still  silversmiths  of 
an  international  calibre  working  in  Amsterdam 
in  the  eighteenth  century,  is  accompanied  by  a 
catalogue  containing  illustrations  and  briet  des- 
criptions of  all  the  objects  on  display.  The  in- 
formative introductions  are  by  K.  A.  Citroen  and 
J.  Verbeek,  both  of  whom  have  also  published 
more  detailed  articles  on  certain  aspects  of 
Schiotling's  work  in  recent  numbers  of  Antiek. 

J.  R.  ter  Molen 


WEST  GERMANY 


Russian  Paintings 

After  being  exhibited  in  Frankfurt  a  collection  of 
works  by  Russian  artists  from  1890  to  191 7  is  on 
view  at  the  Villa  Lenbach,  Munich  in  February 
and  March.  The  principal  Russian  museums 
(Moscow,  Leningrad,  Kiev,  Minsk)  have  lent 
more  than  seventy  canvases  signed  by  Kandinsky, 
Tatlin,  Malevitch,  Chagall  and  others.  This 
exhibition  is  being  held  in  accordance  with  the 
Soviet-German  exchange  agreement.  In  1972  at 
Baden-Baden  canvases  by  nineteenth-century 
realist  Russian  artists  were  on  view,  and  in  1974  a 
large  exhibition  'German  Realism  in  the  nine- 
teenth century'  was  mounted  in  Leningrad  and 
Moscow.  GS 
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Salerooms 

At  the  end  of  November  both  Sotheb)  's 
and  Christie's  held  .1  scries  of  sales  of  Islamic 
works  of  Art. 

In  Sotheby's  sale  of  Oriental  manuscripts  on 
23  November  a  Shahnama,  dated  September  1565 
with  forty-two  miniatures  in  Qazwin  style, 
not  in  good  condition,  fetched  £70,000. 
Another  Persian  manuscript,  dated  16  October 
1 801,  with  thirty  miniatures  in  Qajar  style,  in  good 
condition  but  vastly  inferior  in  artistic  quality  to 
sixteenth-century  painting,  fetched  £75,000. 
This  is  an  indication  of  the  inflated  prices  now 
being  paid  tor  Qajar  manuscripts  and  objects, 
usually  by  Iranian  dealers;  in  the  same  sale  an 
elaborately  decorated  lacquer  mirror-case  by 
Muhammad  Isma'il,  dated  1857,  fetched 
£22,000.  The  previous  day  in  a  sale  of  arms 
and  armour  at  Sotheby's  a  pair  of  Persian 
eighteenth-century  gold  and  Qajar 
enamel-mounted  flintlock  rifles,  inscribed  and 
dated,  fetched  £75,000  and  in  a  sale  of  metalwork 
and  other  objects,  a  number  of  Qajar  gold 
Qalian  bowls  painted  in  polychrome  enamels 
fetched  high  prices,  the  highest  being  £22,000. 
In  a  sale  at  Christie's  on  1 5  November  a 
similarly  colourful  and  elaborately  decorated 
Zand  jambiya  (dagger),  again  in  fine  condition, 
fetched  £48,000,  whereas  a  Mamluk  bronze 
silver-inlaid  conical  candlestick  of  the 
fourteenth  century,  similar  to  some  in  the 
Victoria  and  Albert  Museum,  fetched  only 
£2,000,  emphasising  that,  particularly  in  the 
field  of  Islamic  art,  prices  do  not  always  reflect 
the  antiquity  or  quality  of  the  object. 


1.  Qajar  gold  Qalian  bowl 
painted  in  polychrome  enamels, 
c.  mid-nineteenth  century. 
Sotheby's,  November  1976. 
£20,000. 

Right. 

2.  Zandjambiya,  the  gold  hilt 
and  scabbard  enamelled  with  flowers, 
inscribed  and  dated  1794. 
Christie's,  November  1976.  £48,000. 


4.  The  Death  ofZahhak, 
attributed  to  Sultan-Muhammad. 
Christie's,  November,  1976. 
£280,000. 

Bought  by  Colnaghi's  this  \s  folio  37  verso  from 
the  Houghton  Slialmaineh,  from  which  seven 
folios  were  sold  for  a  total  of  £785,000. 
One  of  the  most  sumptuous  manuscripts  ever 
created,  it  was  commissioned  by  Shah  Isma'il, 
founder  of  the  Safavid  dynasty  and  given  soon 
after  to  his  son  Prince  Tahmasp  (1 514-1576) 
when  he  returned  to  Tabriz  in  1522.  Under  his 
patronage  the  finest  artists  of  the  day  worked  on 
the  manuscript  for  twenty  years;  they  produced 
one  of  the  world's  great  works  of  art  in  which 
the  Timurid  and  Turkman  traditions  of  painting 
meet  to  form  the  Safavid  style. 

Left. 

3.  David  Roberts. 

Tlw  ruins  of  the  temple  of  the  sun  at  Baalbec, 
signed  and  dated  1842,  150  X  241  cm. 
Sotheby's,  November  1976. 
£24,000,  an  auction  record  for  the  artist. 


5.  Detail  of  a  Kasak  carpet, 

early  nineteenth  century, 

252  X  152  cm. 

Fritz  Nagel,  Stuttgart, 

October  1976. 

dm.  65,000. 
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6.  Detail  of  a  North- West  Persian  tree  carpet, 

seventeenth 'eighteenth  century, 

634  X  264  cm. 

Christie's,  November  1976. 

£24,000. 


7.  Kashan  'Polonaise'  kelim  rug, 
seventeenth  century,  216  X  150  cm. 
Sotheby's,  November  1976. 
£58,000,  a  world  record  for  a  kelim. 

Both  carpet  sales  contained  some  good  and 
interesting  pieces:  at  Christie's  there  was  a 
Khotan  silk  carpet  bought  in  at  £4,000  and  a 
Herat  carpet  sold  for  £7,000  both  late 
eighteenth/nineteenth  century;  at  Sotheby's, 
a  fragment  from  a  very  important  late 
sixteenth-century  Kirman  composite  carpet 
(£1,500),  a  good  early  nineteenth-century  Kuba 
carpet  with  a  derivative  dragon  design  in 
only  fair  condition  (£8,000)  and  an 
unusual  mid-ninetccnth-ccntury  Feraghan 
table  rug  in  excellent  condition  (£18,000). 


9.  Ivory  ne'tsukf  of  Shoki  carrying 
a  straw  bundle  on  his  back, 
unsigned  late  eighteenth  century. 
Christie's,  November  1976. 
£6,000,  an  auction  record 
for  an  unsigned  nctstikc. 

Christie's  sale  ainetsulte  from  an  American 
East  coast  museum  was  highly  successful, 
mainly  because  of  their  good  quality  and  good 
provenance.  Both  Christie's  and  Sotheby's  held 
sales  of  Japanese  works  of  art  in  November :  at 
Sotheby's  a  fine,  early  Kakiemon  gourd-shaped 
bottle  fetched  £7,600  and  at  Christie's  a  black 
lacquer  chest  richly  decorated  in  gold  and  brown 
hiramakie  and  inlaid  with  mother-of-pearl  from 
the  Momoyama  period,  fetched  £13,000. 


Left. 

8.  Anglo-Indian  ivory-inlaid  bureau-cabinet, 
late  eighteenth  early  nineteenth  century, 
probably  Vizagapatam. 
Christie's,  November  1976.  £36,000. 


10.  Tongass  wood  mask, 

Southern  Tlingit, 

Cape  Fox  area,  South  Alaska. 

Length :  23  cm. 

Christie's,  November  1976. 

£36,000. 

Christie's  sale  of  American  Indian  art  from  the 
James  Hooper  collection  was  very  successful. 
Other  high  prices  for  these  colourful  and 
expressive  objects  were  £32,000  for  a  Haida 
wood  globular  rattle,  £26,000  for  a  Haida  wood 
oil  bowl,  and  £20,000  for  another  Tongass 
wood  mask  from  the  Cape  Fox  area. 


11.  Ming  copper-red  decorated  stcmcup, 
six  character  mark  of  Hsiian  Te. 
Height:  4  inches. 

Sotheby's,  Hong  Kong,  November  1976. 
hkd  300,000. 


This  rare  piece  was  one  of  several  good  objects 
in  the  sale  of  Chinese  ceramics  in  Hong  Kong. 
There  was  also  a  rare,  carved  Chin  dynasty 
Ting-yao  bowl  (hkd  215,000)  and  an  early 
Ming  blue  and  white  dish  with  foliate  rim 
which,  sold  to  Eskenazi  for  hkd  183,700;  the 
later  ceramics  also  sold  well,  reflecting  the 
interest  of  Hong  Kong  dealers  -  a  pair  of 
ruby-back  famille-rose  wine  cups,  fetched 
hkd  300,000  and  a  pair  oifamilh-rose  small 
bowls  fetched  hkd  305,000. 
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12.  Louis  xiv  floral  marquetry  bureau  plat. 

Width:  1. 17  m. 

Phillips,  November  1976. 

£9.6oo. 


13.  Louis  xvi  ormolu-mounted  mahogany 
commode,  stamped  'J.  H.  Reisener,  jme', 
90  X  132  cm. 

Sotheby's,  November  1976. 
£17,000. 


14.  Heinrich  Friedrich  Fuger. 
Countess  Clam  (?) 
miniature  on  paper,  18.5  X  14  cm. 
Lempertz,  Cologne,  November  1976. 
dm  17,000. 


Miniatures  were  the  most  successful 
objects  in  the  sales  held  by  Lempertz  in  Cologne 
at  the  end  of  November,  some  selling  for  more 
than  double  the  estimates,  for  example  (No.  14), 
a  portrait  of  a  lady  by  Jean  Baptiste  Isabey,  1836 
(dm  14,000)  and  a  portrait  of  Frederick  the  Great 
by  Anton  Friedrich  Konig  (dm  i  5,000). 


I'ARIS  SAILS 

In  Paris  last  Autumn  sonic  unusual  sales  were 
held.  On  23  November  a  sale  of  fine  French 
furniture  and  boiserie  (panelled  rooms)  was  held 
by  M.  Delorme:  a  pair  of  Louis  xv  armchairs 
made  Fr.  19,000,  a  small  bureau  de  dame,  also 
Louis  xv,  made  Fr.  78,000,  a  bureau  a  cylindre, 
late  Louis  xvi  period,  made  Fr.  58,000,  an 
eighteenth-century  Flemish  tapestry,  Fr.  68,000, 
a  large  Regency  salon,  panelled  in  carved  oak, 
Fr.  1 10,000  and  an  oak  panelled  dining  room, 
Fr.  60,000. 

Two  Art  Nouveau  and  Art  Dcco  sales  were 
held,  one  by  Mes.  Godeau,  Solanet  and  Audap 
on  26  November  and  the  other  by  M.  Pillias  on 
2  December,  both  assisted  by  Lynne  Thornton 
and  Felix  Marcilhac.  In  the  first,  two  pearwood 
library  desks  made  by  Hector  Guimard 
( 1 867- 1942)  fetched  Fr.  80,000  and  60,000  and 
a  ladies'  secretaire  by  Jacques  Emile  Ruhlmann 
(1879-1933)  fetched  Fr  32,000;  in  the  second, 
many  pieces  by  Louis  Majorelle  (1 859-1926) 
sold  well,  for  example,  a  suite  of  furniture  for 
salon  'Clcmatites'  which  made  Fr.  29,500,  and 
some  symboliste  pictures  fetched  high  prices, 
such  as  Les  dines  des  morts  de  la  Revolution 
francaise  by  Georges  Clairin  (Fr.  10,000)  and 
L'Attente  sur  le  port  by  Leon  Spilliaert 
(Fr.  63,000). 

RELICS  OF  NAPOLEON 

Early  in  December,  as  near  to  the  one 
hundred-and-seventieth  anniversary  of  the 
battle  of  Austerlitz  as  circumstances  permitted, 
Sotheby  Parke  Bernet  in  Monaco  sold  a 
remarkable  collection  of  paintings  and  objects 
looted  from  the  Palace  of  Saint-Cloud  in  181 5 
by  the  Prussian  Marshal  Bliicher.  Of  greatest 
historical  interest  was  Napoleon's  uniform  coat 
worn  during  the  Waterloo  campaign  and 
subsequently  captured  by  the  Prussians ;  adding 
insult  to  injury,  it  was  bought  for  the  present 
Duke  of  Wellington  for  Fr.  190,000.  In  the  same 
sale  a  series  of  Imperial  portraits  by  Gerard, 
Lefevre  and  Benvenuti  sold  for  a  total  of 
Fr.  730,000,  and  important  Empire  furniture 
for  sums  such  as  Fr.  20,000  for  a  fine  set  of 
walnut  chairs  and  Fr.  22,000  for  an  exceptionally 
fine  thuya  wood  table  decorated  with  masks  and 
lyres.  On  2  December,  the  anniversary  of  the 
Emperor's  coronation,  Galerie  Jurg  Stiiker  in 
Bern  sold  a  remarkable  collection  of  Napoleonic 
relics  including  swords  and  sabres  worn  by 
Napoleon  and  one  of  his  famous  bicomes,  which 
realised  Sw.  Fr.  120,000.  In  Versailles  in  a  sale 
held  by  M.  Blacke,  a  white  silk  cape  of  the 
Empress  Josephine's  made  Fr.  3,000. 

The  most  important  item  in  a  sale  of 
Americana  held  by  Sotheby  Parke  Bernet  in 
New  York  on  behalf  of  the  American  Heritage 
Society  on  20  November,  was  the  gold  sword  of 
honour  presented  to  General  La  Fayette  by  the 
Continental  Congress  in  1779  in  gratitude  for  his 
contribution  to  the  success  of  the  American  War 
of  Independence.  The  pommel  and  scabbard  are 
decorated  with  scenes  from  La  Fayette's  greatest 
battles  -  Yorktown  and  Monmouth,  and  the 
retreats  of  Rhode  Island  and  Barren  Hill ;  the 
damascened  steel  blade  bears  a  view  of  the 
Bastille  over  a  bell  and  patriotic  revolutionary 
inscriptions.  Made  in  Paris,  the  sword  originally 
cost  200  guineas;  on  20  November  1976  it  was 
bought  for  $145,000,  an  auction  record  for  a 
sword,  on  behalf  of  Rene  Dechambrun  a  direct 


descendant  of  La  Fayette.  Another  sword  given 
to  La  Fayette  by  the  people  of  the  United  States 
during  his  visit  there  in  1824,  was  sold  in  Paris  by 
Mes.  Chapelle,  Perrin  and  Fromantin  early  in 
November  for  Fr.  27,000. 


15.  One  of  a  pair  of  gilt  bronze  candelabra, 
Empire  period.  Height :  80  cm. 
Sotheby's,  Monaco,  December  1976. 
Fr.  32,000. 


16.  Napoleon's  uniform  coat, 
worn  during  the  Waterloo  campaign. 
Sotheby's,  Monaco,  December  1976. 
Fr.  190,000. 

Briony  Llewellyn 
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Norman  Adams  Ltd. 

8-10  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours ,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1813 

Fine  Victorian  and  igtii  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  of  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  igtii  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8iia 
Tel:  01-629  2608,  Telex:  21 142 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modem  jewellery  and 
presentation  items;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  fewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  511B 
Tel:  01-493  0444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 
Tel:  01-839  3871 

Old  Master  Paintings  and  Drawings 

The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baio  OAR. 
Tel:  074  981  2205 

Specialists  in  European  Sculpture  ig-2oth 
Century:  Ayrton,  Bourdelle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igtii  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00-1.00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

38  Javastraat,  The  Hague  2011,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyfed,  Wales  GB. 
Tel:  034882  292 

Oriental  Carpet  books  sold.  Catalogues,  listing 
many  books  on  this  subject  sent  free  on  request 

Delomosne  &  Son  Ltd. 

4  Campdcn  Hill  Road,  Kensington, 
London,  w8 
Tel:  01-937  !8o4 

Extensive  stock  of  English  and  Irish 
Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill,  Long  Lane,  Tong,  Shropshire 
Tel :  Albrighton  3131 

Fine  18th,  19th  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5 1 16 

British  Art  of  the  10th  and  20th  centuries, 
Paintings,  Watercolours ,  Drawings  and 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  394-2 

20th  century  masters  and  contemporary  paintings 
and  drawings 


S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art  ^ 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th-igth  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  igtii  centuries 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swix  9BL 
Tel:  01-730  041 1 

18th  and  igtii  Century  English  furniture, 
porcelain,  pewter,  prints;  fine  quality  china, 
crystal,  gifts;  decorating 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 

Tel:  01-629  2008/9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 

1 8th  and  igth  Century  English  Paintings, 
tjth  and  18th  Century  Dutch,  Flemish  and 
Italian. 

1 7th  to  1  gtb  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  iaa 

18th  and  early  19th  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  1970 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  wcia  ies 

Tel:  01-636  2121 

Fine  18th  century  English  furniture 

and  Works  of  Art 

Heim  Gallery 

59  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures  in  marble, 
bronze  and  terracotta 

Milne  Henderson 

99  Mount  Street,  London  wi 
Tel:  01-499  2507 
Chinese  and  Japanese  Paintings. 
Japanese  screens  and  prints, 
Oriental  Embroidery 


Hennell  Ltd. 

I  Davics  Street,  Berkeley  Square, 
London  wiy  2NY,  Tel:  o 1-499  3°n 
Antique  and  modem  jewellery  and  silver,  domestic 
silver  by  the  Hennellsfiom  1737 

Holmes 

29  Old  Bond  Street,  London  w  1 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan 
(Oriental  Antiques)  Ltd. 

3 8a  Kensington  Church  Street,  London  w8 

Tel:  01-937  953^ 

and 

28  St.  Christopher's  Place,  Wigmorc  Street, 

London  wi.  Tel:  01-935  7359 

By  appointment  to  the  Corps 

Diplomatique,  l  ine  Oriental  ceramics,  bronzes, 

jades,  ivories,  carvings  etc. 

Alan  Jacobs 

1 5  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  17th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

Alexander  Juran  &  Co. 

74  New  Bond  Street,  London,  wiy  9DD 
Tel:  01-629  2550 

Old  and  Antique  Caucasian  and  Oriental 
Rugs  and  Carpets 

H.W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

M.  Knoedler  Co.  Ltd. 

143  New  Bond  Street,  London,  wiy  9FD 
Tel:  01-499  1923  and  4585  Telex:  24183 
Fine  Paintings 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 

Tel:  01-629  5600  and  499  6366 

Works  of  art,  fine  furniture,  clocks  and  armour 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  11  a.m.  to  6  p.m. 
or  by  appointment. 

18th,  igth  and  20th  Century  Watercolours  and 
Drawings 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  Fine  English  Antique  Porcelain, 
Pottery,  Delftware  and  Enamels 


Marlborough 

6  Albemarle  Street,  London  wix  3 HP 
Tel:  01-629  5161,  Cables:  Bondartos 
Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  20th  Century  Artists 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665;  Telex:  916187 
Gallery  hours:  Monday-Friday,  10-6 
English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  91-839  7595 
Fine  early  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery ,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  1  gth  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3HF 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  w  1 
European  works  oj  art 

Phillips  &  Harris 

54  Kensington  Church  Street,  London  wS 
Tel:  01-937  3U3 

Selected  European,  Oriental  furniture  and 
works  of  art 

Piccadilly  Gallery 

16a  Cork  Street,  London  w  1 
Tel:  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


Pitt  &  Scott  Ltd. 

20 /24  Eden  Grove,  London,  N7  8ed 
Tel:  01-607  7321  Telex:  21857 
Packing  and  shipping  of  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Crates,  Fenders  and 
Chandeliers.  Restorations  in  marble. 

G.  T.  RatcliffLtd. 

Durwards  Hall, 
Kelvedon,  Essex,  coi  2PG. 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 
condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel:  01-409  1 97 1 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  w  1 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 
Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1784/1785 
Fine  English  Furniture  and  works  of  art  oj  the 
17th  and  18th  Centuries 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 
Antique  Paperweights  also  glass  from 
lyth-igth  Centuries,  including  English  and  French 
Cameo  glass 

Trevor 

24-25  Mount  Street,  London  w  [ 
Tel:  01-499  8228 

Important  stock  18th  and  early  19th  Century 
Furniture  and  Works  oj  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 
Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 


Earl  D.  Vandekar  of  Knightsbridge 

138  Brompton  Road,  London  SW3 
Tel:  01-589  841 1/3 398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 

Dutch  and  English  paintings  from 
17th- 19th  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 


Williams  &  Son 

2  Grafton  Street,  London  wix  31.B 
Tel:  01-493  575 1 

Fine  Traditional  English  and  European  Paintings 
from  the  19th  &  20th  Centuries 

Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  of  Art,  Valuations 

Winifred  Williams 

3  Bury  Street,  St.  James's,  Louden,  swi 
Tel:  01-930  4732/0729 

Important  18th  century  English  and 
Continental  Porcelains  and  Enamels.  Collectors' 
pieces  of  Museum  quality 


W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6q 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter  Ltd. 

352  Kings  Road,  London  SW3 

Tel:  01-352  6494  Telex:  21879  Harriet 

Antique  Scientific  Instruments  and  new,  second 
hand  and  antiquarian  books  on  the  history  of 
science  and  technology. 


MCTIOXVKVOF 

lABgg 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well- 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  ot  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 

From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chestergate 
House,  Vauxhall  Bridge  Road,  LondonSWiV  iHF. 


SHOWCASE 


FIREARMS  £3.50 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXH ALL  BRIDGE  ROAD,  SW1V  1HF 


HEFFERNAN 
&  JONES 

Antique  and  Modern  Silver. 
22  Crown  Passage,  St.  James's 
London  SW1Y  5PP    01-930  6003 


A  coffee  pot  by  Thomas  Whipham, 
London  1753.  Weight:  28  ozs:  7  dwts: 
Engraved  with  the  arms  of  Crawhall: 
An  illustrated  catalogue  is  available  on 
request. 


$amtPb  enamels 

English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today. 
Crummies  <$  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  Qualities  as  their 
predecessors. 
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CRUMMLES&  CO. 

Cromer  Rd.  Poole  Dorset 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon. 
Tel:  Stratford  4350 

Choice  19th  Century  paintings, 
watercolours,  drawings  and  prints 
including  works  by 

Allingham,  Madox  Drown,  John  Burgess, 
Burnc-Jones,  David  Cox,  Crane,  Dulac, 
Lee  Hankey,  John  Keeley,  Lear,  Moira, 
Henry  Payne,  Louise  Rayncr,  Ruskin, 
Shields,  Simeon  Solomon,  John  Steeple, 
and  others. 


New  list  now  available. 


S.A.H.  please. 


The  Connoisseur 


Register  Advertisements 


FOR  SALE 

Self  Portrait  of  Henri  Matisse,  oil  on  cardboard,  signed  with 
initials,  44  x  31  cm.  River  Landscape  with  a  bridge  by  M.  De  Vlaminck 
signed,  oil  on  panel,  38  x  24  cm.  Sale  by  private  Collector.  Write  to: 
R.  Del  Campo  -  V.  B.  Stringher,  31  -001 91  -Rome  Italy. 


Collection  of  chess  sets  for  private  sale.  Ring  02/649  0531  in 
Brussels  after  office  hours. 


MISCELLANEOUS 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  81  postage).  From  the  Circulation  Dept. 
The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London  S.W.1 8. 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air) 
$6.00  surface  mail,  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.95,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
10%  discount  overall  discount  of  six  or  more  cans. 
'('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct  1974). 


Private  American  Collectors  want  to  assemble  and  purchase 
Russian,  Animalier,  Art  Nouveau  and  Deco  Bronzes.  Advanced  Galle, 
French,  English  and  American  Art  Glass.  Antique  Porcelain  Placques. 
Oriental  objects  d'art.  Important  19th  Century  American,  Art  Nouveau, 
Symbolist  art;  20th  Century  Posters,  Drawings  and  Lithographs. 
Excellent  References.  Discretion  and  Strictest  Confidence.  K.  &  A.  Ltd., 
P.O.  Box  330459,  Coconut  Grove,  Florida,  331 33,  Tel.  (305)  373-5021 . 
We  purchase  individual  pieces  or  entire  collections  world  wide. 


Register  advertisements  are  25p  per  word  minimum  £3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SW1V  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


MAIL  ORDER  PROTECTION  SCHEME.  Publishers  in  membership  of  the  Periodical  Publishers  Association  have  given  an  undertaking  to  the  Director  General  of  Fair 
Trading  that  if  you  order  goods  from  mail  order  advertisers  in  The  Connoisseur  and  pay  by  post  in  advance  of  delivery,  consideration  will  be  given  to  compensate  you  if  the 
advertiser  should  go  into  liquidation  or  become  bankrupt,  provided: 

1.  You  have  not  received  the  goods  or  had  your  money  returned;  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from 
that  day. 

When  you  have  written,  you  will  be  told  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 

We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  gone 
into  liquidation  up  to  a  limit  of  £7,080  per  annum  in  respect  of  all  affected  advertisers.  Payment  of  any  claims  for  higher  amounts,  or  when  the  above  procedure  has  not  been 
complied  with,  will  be  at  the  discretion  of  The  Connoisseur:  but  we  do  not  guarantee  to  do  so  in  view  of  the  need  to  set  some  limit  to  this  commitment  and  to  learn  quickly  of 
readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not,  for  example,  payments  made  in  response  to  catalogues 
etc.  received  as  a  result  of  answering  such  advertisements)  Classified  advertisements  are  excluded. 


cv3n  Invitation 

...to  spend  sometime  each 
month  among  the  tarest,most 
exquisite  treasures  gf  the 
ancient  and  modern  World! 

"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

60NNOISSEUR  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


CONNOISSEUR 

250  West  55th  Street,  N.Y.,  N.Y.  10019 

<%S/ Please  send  me  60NNOISSEI  I! 

□  One  year  ( 12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 
(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed    □  Bill  me  - 


Initial  here 


Name 


please  print 

City 

Stfltp 

Zip 

THE  CONNOISSEUR,  $5.00  a  copy. 


CON  FEB 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


c 
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CHINESE  J    ^^^^g  ^  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street  London,  W.C.1 

(01  -580  7538) 


TOPOGRAPHICAL  ARTS 

2  Cecil  Court  Charing  Cross  Road  London  W.C.2 
Tel:  01-836  2922 

English  and  Continental 
Topographical  watercolours 
18th  8-  19th  centuries. 


THE  MEDICI  GALLERY 

26  Thurloe  St.,  London  SW7,  tel.  01-589  1363 

|AN  H006STEYNS 

Paintings-Drawings  1  9  Feb-1  2  Mar  '77 


CLE  ANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons,  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America,  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Profex 

International  textile  conser- 


II  \J  levators  and  cleaning 
LL  A  consultants. 

rofex 


consultants. 
The  Alban  Building 
St.  Albans  Place 
Upper  Street:  London  Ni  oNX 
Tel:  01-226  0144 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published 
three  times  a  year  at  £4.50  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 


We  are  an  agency  for 
antique  arts  internationally 
active  from  March  1977.  For 
several  cities  in  Europe, 
Africa,  Australia,  Asia, 
America  we  are  seeking 
Representatives  on  a  sales 
fee  basis.  If  by  April  1977 
you  have  an  adequate  well 
located  office  and  expertise 
in  the  field  of  antiques, 
please  contact  us  attaching 
C.V.  and  respective 
documentation. 

The  Connoisseur  Box  No.  8757 
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RENAISSANCE 


'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 


Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently- 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 

Price  per  can,  including  packing, 
postage  and  (in  U.K.  only)  VAT 
U.S.A.     -  Air  Mail:  $7.50 

-  Surface  Mail:  $6.00 
Canada    -  Air  Mail:  $8.40 

-  Surface  Mail:  $6.00 
U.K.  Only  £1.95 
Europe  £2.50 
Australia  -  Air  Mail:  £4.60 

Surface  Mail:  £2.50 


For  quantities  of  six  or  more  deduct  10%  overall. 


Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridee  Road, 
London,  SW I V  1 HF.  (Reg.  Office.  Reg.  No.  1 1 2955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:  


Mr/Mrs/Miss  . 
Address   


Cheques! money  orders  should  be  made  payable  to  THE  CONNOISSEUR 
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w%  ~%  KpiYi  f  Brilliant  detail  in  figures, 
I  Id. I  CI  II*  fabricSf  animai  skjnS/ 

foliage,  and  architecture. 


Cutshall  Collection 

3530  Cedar  Springs  Dallas,  Tex.  75219 

Phone  (214)  526-3390 
(2  14)  522-3525 


Printed  in  Great  Britain  by  Stevens  Press  Ltd.,  Long  Eaton  (a  member  of  the  Oxley  Printing  Group  Ltd.).  Agents  in  Canada,  The  Win.  Dawson  Subscription  Service,  Ltd.  Sole 
agents  for  Australia  and  New  Zealand,  Gordon  &  Gotch  (Australasia)  Ltd.;  agents  for  South  Africa,  Central  News  Agency  Ltd.  (London  Agents,  Gordon  &  Gotch  Ltd.),  Higgin- 
botham  &  Co.,  in  Bombay  and  Calcutta. 

Conditions  of  Sale  and  Supply — This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  of  by  way  of  Trade  except  at  the  full  retail  price  of  £2.00 ;  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otherwise  disposed  of  in  a  mutilated  condition 
or  in  any  unauthorised  cover  by  way  oj  Trade;  or  affixed  to  or  as  part  of  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 
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Pennington 
Museum  Treasures 


8440  Melrose  Avenue,  Los  Angeles,  California  90069 
tel.  (213)  852-0081/223-8638/352-3398 
Open  12  noon  —  4  p.m.  and  by  appointment. 

Specializing  in  museum  quality  paintings,  sculptures  and  French  furniture 


Above:  Luca  Giordano  (Naples  1634-1705)  "The  Expulsion  of  Merchants  from  the  Temple",  2o£  x  26J  inches.  This  unpublished  painting  is  an  important 
discovery  and  most  likely  the  modello  for  the  frcscoe  "La  Cacciata  dci  Mercanti  dal  Tempio",  executed  by  Giordano  in  the  Church  of  Gerolamini,  Naples. 
Below:  Edwin  Landseer  (1802-1873)  "Eagle  attacking  snake",  39  x  32  inches,  signed  E.L.1822.  Early  pictures  such  as  this  depict  an  explicit  inborn  cruelty  in 
animals  and  deal  generally  with  the  theme  of  life  and  death  struggles  that  was  so  popular  during  the  romantic  period. 

Terra-cotta  group  signed  and  dated  by  Clodion  F.  1784:  "Le  Baiser  du  Faune".  This  version  is  undoubtedly  the  best  of  the  4  versions  in  existence  today. 
One  is  in  the  Louvre,  another  is  in  the  Bcistegui  collection,  Paris,  and  the  3rd  at  the  J.  Paul  Getty  Museum,  Malibu,  California. 

Sebastien  Bourdon  (1616-1671)  "The  Crucifixion  of  St.  Peter"  (ca.  1642-1643),  32  x  24J  inches.  Finished  modello  for  the  famous  "May"  of  Notre  Dame, 
Paris,  painted  in  1643  by  Sebastien  Bourdon.  Two  study  sheets  showing  compositional  schemes  are  found  in  the  Cabinet  des  Dessins  of  the  Louvre 
(Inv.  24991-24992).  This  modello  was  first  published  in  "Collection  without  walls,  Problems  in  Connoisseurship",  California  State  University,  North- 
ridge,  October  1976,  No.  8. 


RALPH  M.  CHAIT  GALLERIES 

INC 

ESTABLISHED  1S10  WORKS  OF  ART— CHINESE  ART 

12  EAST  59th  STREET.  NEW  YORK.  N.Y.  10022.  U.S.A. 

,  Tslaphona  212  768-0*37  Cables  "Rallma"  Naw  York 

MIMBtfi*  Of  THE  NATIONAL  ANTIQUE  AND  ART  OEALERS'  ASSOCIATION  OF  AMERICA,  INC. 


Fritz  Scholder 


"American  Indian  in  Paris,''  Lithograph -1976  30"x21" 

five  new  paintings 
&  one  new 
lithograph  at 

O'Grady  Galleries 

Feb.  18  to  March  10 


Jack  0  Grady  Galleries,  Inc.,  333  North  Michigan  Avenue,  Chicago,  Illinois  60601  312-726-9833 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

TbLnX  2^{^>^^aYORK:  MALLETT  of  LONDON,  P.O.  Box  396  N.Y.  10028.  Telephone.  (212  S76  9033-  Telex:  62580 


A  very  fine  George  III  wing-shaped  spinet  bearing  the  name  plate  "Neil  A  very  fine  Queen  Anne  walnut  stool,  the  cabriole  legs  with  carved  gesso 

Stewart,  Edinburgi  fecit"  in  a  mahogany  case  with  brass  lock  and  strap  and  gilded  insets  at  the  knees  with  a  contemporary  needlework  seat, 
hinges,  dated  on  the  bottom  key  1774.  English  circa  1 710.  _  _ 

Width:  6' 6"    Maximum  Depth:  2'  10"  Width:  I '  8"    Depth:  1' 6"    Height:  1  5 

Height  closed:  2'  11"    Height  open:  4'  7" 
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JOHN  J.  CUNNINGHAM 

INTERIOR  DESIGN 
1899  CALIFORNIA  STREET 
NUMBER  9 

SAN  FRANCISCO  94109 

(415)  771-7660 


Miniature,  sel.    ortrr.it  Ci  ~cino 
on  copper  17th  Century  Artist 
painted  in  the  Vatican  This  is  a 
unique  historical  mi.iiaiure. 


Gene  Sullivan  415-771-7669 


JULIUS 
BOHLER 


Venus  Marina.  Nwnberg,  second  half  of 
the  16th  century. 
Bronze.  Height  34  cm. 

BRIENNER  STRASSE  25 
8000  MUNICH  2,  WEST  GERMANY 
Tel:  (089)  55  52  29  Telegrams:  Paintings 
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EDMONDO  SACERDOTI  GALLERY 

VIA  SANT'ANDREA  17,  MILAN,  ITALY 

Tel:  (2)  79  51  51 


LA  TERRASSE 
by 

FEDERICO  ZANDOMENEGHl  (XLXth  century) 


A  book  on  the  artist  FEDERICO  ZANDOMENEGHl  is  in  course  of 
preparation.  Anyone  in  possession  of  paintings  by  this  artist  are  kindly 
requested  to  send  photographs  and  details  to  the  SACERDOTI  CALLER  Y, 
who  are  also  interested  in  purchase. 


E. &G.  T.  Koopman  &  Son  Ltd. 


Adams  Silver 


c 


'  •>  •  f  ♦  r  r  f  f  /  ' 


JOHN  DALTON  HOUSE, 
4  JOHN  DALTON  STREET. 
MANCHESTER  M2  6JP 

Tel :  061  -834  2420  ft  061  -832  9036 


■"•-"•-ri-r-.Tr,- 


/-X   ;  ; 


A  George  III  Epergne  by 
Thomas  Powell,  London  1779. 


E.  &  C.  T.  Koopman  &  Son  Ltd 

(The  Provincial  Antique  Silver  Co 
53-65  CHANCERY  LAN 
LONDON  W.C. 

Tel:  01-242  7624  ft  01-242  83 


Robert  Noortman  Gallery 


Hendrick  van  Steenwyck  the  Younger 
c.  1 580  -  1 649 


Copper,  33.5  x  44  cm 
Signed 


Fine 

Old  and  Modern 
Paintings 


Robert  Noortman  (London)  Ltd 
8  Bury  Street,  St  James's 
London  SW1Y  6AB 
Tel:  01-839  2606  Telex:  915570 


Weekdays  9  30  5  30 


Robert  Noortman  Gallery  BV 

Aalbekerweg  49 

Hulsberg-Holland 

Tel:  04405  1934  Telex:  56715 


By  u|>poii«munl  only 


Walnut  Table,  Spanish,  17th  century. 
Length:  71 f"    Height:  31  \"    Depth:  221" 


EARLY  FURNITURE 
ORIENTAL  AND  EUROPEAN 
WORKS  OF  ART 


TELEPHONE:  01-499  2858 
CABLES:  BARGRO  LONDON  W1 


112  MOUNT  STREET  LONDON  W1Y  5HE 


Bonhams  March  Sales 

at  the  Montpelier  Galleries 


Tomaso  Ruiz:  \'ie\v  of  Naples,  oil  on  canvas,  signed  and  dated  1746,  24"  x  52',' 
and  companion-piece,  a  pair,  to  be  sold  3ist  March. 


Top,  left  to  right: 

Silver  and  brass  perpetual  calendar  and 'Aidememoire', German,  mid  18th  centurv,  2V  •  lj" 

Brass  perpetual  calendar,  German,  first  half  18th  century,  1|"  diameter. 

Silver  perpetual  calendar,  Dutch,  first  half  18th  century,  2"  diameter. 

Centre:  A  brass  sector  signed  Butterfield  A  Tans  and  Pied  De  Roy  on  the  reverse, 

6  j"  long  when  closed.  Early  18th  century. 

Bottom:    A  rare  Knglish  boxwood  nocturnal  dial  signed  J.  Bellinger  f  ecit. 
104"  earlv  18th  centurv.  To  be  sold  11th  March 


Karly  Roman  bronze  fulcrum  finial  1st  century  BC./ 
1st  century  AD.  9"  high,  to  be  sold  isai  March. 


George  Dyonis  Ehret  "Quercus','  signed  and  inscribed. 

W  aterCOlour,  21j  X  15'.'  To  be  sold  16th  March. 


FINE  ART  Al  fCTTONEERS  ^/^/^/  AND  VALUERS 

Montpelier  Street,  Knightsbridge, 
London  SW7  1HH.  Telephone  01-584  9161. 
Telex  916477  Bonham  G. 


1st.  l  ine  Wines. 

2nd.  20th  Century  Paintings, 

Drawings  and  Sculpture. 

3rd.  English  and  Continental 

furniture. 

3rd.  Selected  European  Oil 
l'amtings. 

4th.  Porcelain  and  Works  of  Art. 


All  sales  start  at  11  am. 
unless  otherwise  stated. 


8th.  Silver  and  Plate. 
9th.  Fine  furs  10.30  am. 
10th  English  and  Continental 
Furniture. 

10th.  17th  18th  and  14th  Centurv 

European  Paintings. 

11th  Porcelain  and  Works  of  An. 

11th.  Clocks,  Watches, 

Barometers  and  Scientific 

Instruments. 


16th.  Watercolours  and 
Drawings. 

17th.  English  and  Continental 
furniture. 

17th.  17th  18th  and  19th  Century 

European  Paintings. 

18th.  Porcelain  and  Works  of  Art. 


22nd.  Silver  and  Plate. 
23rd.  Bygones 


24th.  English  and  Continental 
Furniture. 

24th.  17th  18th  and  19th  Century 
European  Paintings. 
25th.  ( iood  English  and 
Continental  Porcelain  and 
W  orks  of  Art. 

30th.  Prints. 

31st.  English  and  Continental 
Furniture. 

31st.  Old  Master  Paintings. 


W .  &  F.  C.  BON1  [AM 
AND  SONS  LIMITED. 

8  Atholl  Crescent,  Penh,  Scotland. 
Telephone  Penh  (0738)  32302. 
Rue  Pedro-Meylan  1,  Geneva. 
Sw  itzerland.  Telephone  36  60  92. 
Langwith  Mill  House, 
Nether  Langwith,  Mansfield, 
Nottinghamshire, 
lelephone  Shirebrook  3639. 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  all  other  works  of  art  but,  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire, 
or  any  other  cause. 

Our  Valuations  are  accepted  by  insurance  companies  and  Lloyds  Underwriters.  Write  now  for 
further  particulars  -  tomorrow  may  be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

49/51  High  Street,  Maidenhead,  Berks.  SL6  UTTel:  (0628)  Maidenhead  26306 

Branches  at  York  and  Edinburgh 

Also  in  the  USA  at: 
9601  Wiltshire  Boulevard,  Suite  343,  Beverley  Hills,  California  90210. 
Registered  Office:  90  Ca/ver/ey  Road,  Tunbridge  Wells,  Kent  TNI  2UN. 
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T.  CROWTHER  &  SON  LTD. 


A  fine  George  II  Walnut  mirror  with  carved  wood  and 
gilt  cresting  and  drapes.  3'  11 V'  x  I'  11". 


A  fine  PAIR  of  antique  Carved  Pine  Console  Tables  with  Breche  Pernice 
marble  tops  4'  1  -V'  x  1'  94"  deep. 


An  antique  Louis  XV  style  carved  Statuary  Marble  Chimneypiece. 
Shelf  4'  6i".  Height  3'  6V\ 


Two  important  antique  carved  stone  Female  Figures, 
Height  4'  10". 


282.  NORTH  END  ROAD, 
FULHAM,  LONDON,  S.W.6. 

Tel:  01-385  1375/6/7. 
Open:  9-6,  Mon-Fri. 

Cables:  ANTIQUITY,  LONDON. 

No  Catalogues. 


We  have  fine  and  extensive  stocks  of  18th.  century 
Furniture,  wood  and  marble  Chimneypieces,  oak  and  pine 
Panelling  and  Garden  Ornaments,  and  we  are  always 
interested  in  purchasing  similar  pieces. 

We  specialise  in  the  design  and  construction  of  individually 
styled  purpose-made  Architectural  features  in  the  period 
manner,  in  wood,  stone  and  wrought  iron. 


THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


Y)u  are  safe  in  buying  from  a  member 
of  the  BADA. 

Each  member  of  the  Association- and  there  are  only  500 
of  them-has  been  chosen  from  many  applicants  for 
knowledge  of  his  subject  and  standing  in  business.  In  the 
rare  event  of  discord  buyers  can  resort  to  a  system  of 
arbitration  provided  by  the  Association  itself. 

Sell  to  a  member  and  avoid  some  auctioneers  increased  charges. 

A  list  of  members  will  be  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 


BY  APPOINTMtN  I 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  Till 

QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


<?7iare  &uj£ufv  and  Co?ititienta£  o/iSiter,  c/Pliniaiiwv6. 


We  wish  to  purchase 
Dutch,  German 


and  French 


silver  of  the  XV I, 


XV 1 1  and  XV 1 1  I  Centuries 


(A) 


a 


11 U  33)  J 

Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l" 


'5 


1 


aRROuismicKs 
I      #  cara£o§ 


Featuring  unique  items  of  arts  and  antiquities  including: 

.American  Indian        .  Fine  Art 
.  Pre-Columbian  .  Americana 

.  African    .  Weapons    .  Ancient  Art 

and  a  variety  of  other  unusual  objects  from  around  the 
world. 

•  Illustrated  in  color  &  black  and  white. 

•  Published  twice  annually. 

•  Available  through  subscription  onty. 

•  $10.00  annually  ($12.00  outside  U.S.) 


pRescorr^aRixona  8630i  (602)445-7196 


ewtnatv 

[870-1977 


I  he  Reception  NATALE  ATTANASIO 
Signed 

Canvas:  2$'i  x  39!  ins.  (60  x  101  cms.) 
Framed:  ay]  x  44  ins.  (74  x  112  cms.) 


M.  NEWMAN  LTD.  i;\  DUKE  STREET,  ST.  JAMES'S  WD  1  5  RYDER  STREET,  LONDON,  S.W 
Telephone:  ni-(|  ;u  ln.d,'!  Cables:  Newpic,  London,  S.W 

Member  of  the  British  Antique  I  )ealers'  Ass<  »ciation  I  .til,  and  the  Society  of  London  Ait  1  )ealei  s 


IN  GERMANY 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


A  LCD 

AUKTIONEN 

HENRY 
MOORE 

i.®  ii 

|1 

P  KUNSTAUKTION  N 

CAl£(tlE  SCMONINCER 

ukuh  I  — - 

,.„?,.,. 

Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  or  Vera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SW3  DE, 
Tel.  01-235  7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 ,  6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59 1 1 . 


^ranffurter  Allgemeine 

ZEITUNG  FOR  DEUTSCHLAND 


$   The  Connoisseur,  March  1977, 


WEISBROD  &  DY  LTD. 

Fine  Oriental  Works  of  Art 

DIRECTORS:  GERALD  [.  WEISBROD,  M.D.,  MICHAEL  B.  WEISBROD,  ESO- 

TAKE  PLEASURE  IN  ANNOUNCING  THE  OPENING  OF 

A  GALLERY  IN 

NEW  YORK  CITY 


Unglazed  pottery  figure  of  a  Prancing  Horse 
Tang  Dynasty  (8th  century),  TL  tested. 
Height:  20!  inches. 


TORONTO 

120  YORKVILLE  AVENUE, 
M5R  1C2,  CANADA. 
(416)  921-4396 


NEW  YORK 
906  MADISON  AVE., 
10021,  U.S.A. 
(212)  734-6350 


»...thebest 

hfWegt Qetman jourhalism« 


That's  what  "The  Times"  said  about  us 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M.,  a  group  of 
1 4  top  newspapers  in  1 0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F.A.Z.. 
Welt  and  Suddeutsche)  - 
304,225  copies  average  Monday 
to  Saturday,  2nd  quarter  1976. 

South  Germany,  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SiiddeuTscneZeimng 


"  .Z^^Z."        "LL  Fruhjahrsauktionen 
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This  impressive  bronze  bust  of  Lester  Piggott  by 
Garry  Trimble,  A.R.H  a  .  is  a  work  of  power 
and  perfection-an  enduring  tribute  to  the  most 
distinguished  racing  jockey  of  our  time  and 
rider  of  more  Classic  winners  than  any  other 
English  jockey. 

The  edition  of  individual  castings  is  limited  to 
28;  each  will  be  numbered  and  mounted  on  a 
marble  base  with  an  inscribed  plaque  incorporati  ng 
Lester  Piggott/ s  personal  signature.  It  is  available 
only  through  the  Godolphin  Gallery  and  a  certifi- 
cate of  ownership  will  accompany  each  casting. 

This  is  a  truly  unique  work  of  art  for  the 
connoisseurto  add  to  his  collection  and  it  als<  i 
represents  an  outstanding  investment 
Applications  will  be  dealt  with  in  strict  rotation 

PRICE  3,500  GNS. 

VAT  included 

 .  ( 

Details  of  deposit,  viewing  and  delivery  date  from  i 

THE  GODOLPHIN  GALLERY 
20  CLARE  STREET,  DUBLIN  2 


NAME 
ADDRESS 


Important  Reference  Books  for  Art  Collectors,  Art  Dealers,  Museums 

and  Institutes. 


INTERNATIONALES  HANDBUCH 
ALLER  MALER  UND  BILDHAUER 
DES  19.  JAHRHUNDERTS 
BUSSE-DIRECTORY 


INTERNATIONAL  SURVEY 
OF  PAINTERS  AND  SCULPTORS 
OF  THE  19th  CENTURY 
BUSSE-DIRECTORY 


by 

Joachim  Busse 


The  19th  century  of  art  has  come  to  an  end.  Its  last  artists,  who  in  their  younger  days  were  typical  representatives  of  this 
period,  died  in  the  late  sixties. 

For  the  first  time  all  of  these  artists  who  were  mentioned  before  in  various  art  encyclopaedias  are  described  now  in  one  volume 
in  a  shortened  form.  The  Busse-Directory  lists  artists  of  all  nations  who  were  still  living  after  1806  and/or  were  born  before 
1880.  This  period  actually  comprises  the  time  between  1750  up  to  1950.  Not  included  are  artists  whose  names  were  listed  in 
other  literature  in  Cyrillic,  Chinese,  Japanese  or  similar  writing. 

The  following  details  on  more  than  70,000  artists  are  listed:  last  name,  all  first  names,  also  women's  maiden  names,  pseu- 
donyms, year  of  birth,  year  of  death  or  quotation  of  those  years  the  artists  were  mentioned  in  art  literature,  nationality,  the 
major  residences,  special  techniques  and  motives  that  made  the  artist  famous,  reference  to  listing  in  the  following  encyclo- 
paedias: Thieme-Becker,  Vollmer,  Boettcher,  Benezit,  Fuchs,  Scheen,  Dressier,  Muller-Singer,  reference  to  listing  in  the 
following  international  yearbooks:  WeUkunst  (Munich,  Mayer  (Paris)),  Art  Sales  Index  (London).  Each  artist  has  a  code 
number  (Busse-number)  which  enables  shortest  listing  in  catalogues,  advertisements  etc. 

Entries  are  in  five  languages,  i.e.  foreword,  introduction,  list  of  abbreviations  of  techniques  and  motives  as  well  as  reference  to 
literature  are  in  German,  English,  French,  Spanish  and  Italian. 

The  Busse-Directory  will  be  available  in  March.  One  volume,  A4,  1,200  pages,  bound  in  red  imitation  leather,  thumb  indexed 
and  with  many  reproductions.    Price  £  1 20.00. 


INTERNATIONAL  DIRECTORY  OF  ARTS 

13th  Edition    2  volumes  1977/78 

Volume  I  lists  museums  and  galleries,  art  colleges  and 
academies  and  an  important  section  on  restorers  and  experts. 
Volume  II  lists  antique  dealers,  private  art  dealers,  art 
publishers  and  publications. 

The  final  section  lists  active  living  artists,  sculptors  and 
engravers. 

Available  £36.00 


The  Classified  Directory  of 
ARTISTS'  SIGNATURES,  SYMBOLS 
AND  MONOGRAMS   Compiled  by  H.  H.  Caplan 
In  many  instances,  dealers  and  collectors  may  consider  the 
purchase  of  an  oil  painting  or  watercolour  bearing  a  mono- 
gram or  symbol  not  known  to  them.  The  three  sections  of 
this  directory  dealing  with  these  factors  will  be  invaluable  as 
it  is  intended  for  identification  of  signatures,  but  with 
particular  reference  to  symbols,  monograms  and  unidenti- 
fiable signatures. 

Available  £29.50 


GEORGE  PRIOR  PUBLISHERS 

2  Rugby  Street,  London  YVC1N  3QU 
Represented  in  Germany,  Austria  and  Switzerland  by 

ART  ADDRESS  VERLAG  MULLER  GMBH  &  CO.KG 

Grosse  Eschenheimer  Strasse  16.  D-6000  Frankfurt  Main  1 
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A  large  French  carriage  repeater, 
with  white  enamel  dial. 

Height  including  handle  ioi  ins. 

ASPREY  &  COMPANY  LIMITED,  165-169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 

alternative  entrance  at  22  Albemarle  Street,  London  W1 
Telegrams:  Culleus  London  '  Asprey  S.A.  Geneva,  40  rue  du  Rhone.  Geneva.  Telex:  25110 

Telephone:  28-72-77 


KUNSTHAUS  AM  MUSEUM 

CAROLA  VAN  HAM 
Drususgasse  1-5,  5000  koln  I,  \V.  Germany. 

Tel:  (221)  238 1 37/23754 1 


(next  to  the  Wallraf-Richart/  Museum) 

Auction  from  i6th-i9th  March  1077 
Preview  from  sth-i4th  March  1977  (excluding  Sundays) 


Meissen :  Circa  1 780-89  Biskuittasse  with  saucer  blue  background 


Furniture  of  the  17th- 19th  centuries  from  various  parts  of  Germany;  works  from  Holland,  France.  England  and  Italv. 
Silver,  brass,  bronze  and  porcelain  from  various  German  manufacturers  as  well  as  from  Moscow  and  Vienna.  Faience.  Glass. 
Jewellery,  and  a  particularly  wide  selection  of  pewter.  Special  Jugendstil  objects  and  '20s  articles. 
Over  too  bronze  figures  by  Von  Albermann.  Breker,  Clodion.  Houdon,  Hussmann,  Scheufen  and  Seifert. 

Arms  from  the  1 6th- 19th  centuries  and  Militaria. 
Sculptures  from  the  17th-  19th  centuries:  Icons  from  the  1 8th- 19th  centuries. 

Paintings  by  old  and  modern  masters: 

G.  von  Bemmel,  E.  van  Hccmskerck.  P.  Lcly,  P.  van  Lint.  J.  Toorcnvliet,  W.  Viruly,  F.  G.  Weitsch,  A.  Adam.  M.  Baumgartner,  E.  Berninger, 
M.  Caspar-Eilscr,  E.  Th.  Compton,  C.  F.  Dciker,  P.  C.  Dommcrshuijzen,  Th.  v.  Eckenbrecher.  C.  L.  Fahrbach.  F.  Feldhutter,  W.  Friedenbcrg. 
R.  Friese,  C.  de  Haes,  M.  van  Hecren,  L.  Hermann,  P.  Hey,  E.  Hildebrandt.  S.  Jacobsen.  J.  P.  Junghanns.  J.  Jungblut,  A.  Karssen.  H.  Kern,  A.  Kessler. 
Chr.  Kroner,  F.  L.  Lanfant  de  Metz,  W.  Leibl,  A.  Lier.  A.  Ludwig.  Chr.  Mali,  E.  Meisel,  E.  Meissner,  H.  Metding.  O.  Moll,  H.  Muhlig.J.  A.  Noel, 
G.  W.  OpdenhotF,  O.  Pippel,  E.  Preycr,  A.  Rieger,  E.  Seydel,  G.  C.  Suss,  W.  Schreuer,  A.  Schreyer,  H.  Schouten.  A.  Stademann,  A.  Stagura 
J.  K.  Stieler.  F.  v.  Stuck.  D.  Thomassin-Renardt.  W.  Triibncr.  F.  Unterberger.  A.  Verhoesen,  F.  Wagner,  Th.  Weber.  A.  Weiss,  J.  Zahnd, 

W.  Ziminer. 

Modern  prints  by: 

L.  Corinth.  S.  Dali,  L.  Fini,  H.  A.  P.  Gricshabcr,  K.  Kollwitz.  R.  Kikhenmcistcr.  M.  Laurcncin,  S.  Poljakoft",  H.  Zille,  Picasso-Keramik. 

Richly  illustrated  catalogue  DM.  ts.- 
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Two  examples  from 
our  extensive  stock 
of  English  Pottery 
and  Delft. 


ONE  OF  THE 
LARGEST 
SELECTIONS  OF 

PORCELAIN, 
POTTERY  AND 
GLASS  OF 
ENGLISH. 
CONTINENTAL 
AND  ORIENTAL 
ORIGIN  TO  BE 
FOUND  IN 
EUROPE. 


A  fine  English  white  saltglaze  Bird  in 
perfect  condition.  Circa  1750.  Ht.  i$ctns. 


Three  very  rare  Astbury-Whieldon  Figures  of  the 
Officer,  Piper  and  Drummer.  Circa  1745.  Ht.  150ns. 


Earle  D  Vandekar 

§1  0  ofKn\ 


138  BROMPTON  ROAD,  LONDON,  SW3  1HY.  TELEPHONE  01-589  8481/3398 


FOR  CONNOISSEURS  ONLY! 


The  Harpers  &  Queen  Notepad  and  Case,  in  leather. 


The  Notepad  comes  in  a  pocket-sized  leather  case  with 
gilt  metal  corners.  On  the  reverse  side  of  the  notepad,  a  flap 
holds  credit  cards  or  money. 


The  leather  case  is  in  a  choice  of  three  colours :  blue,  black  or  red 
The  price  to  Connoisseur  readers  is : 

£4  (U.K.  &  Overseas  Seamail)  Worldwide  Overseas  Airmail 

price  on  request. 

$10  (U.S.A.  &  Canada  Airmail) 


TO:  Susie  Cadman,  HARPERS  &  QUEEN  NOTEPAD  OFFER,  Harpers  &  Queen  Magazine,  Chestergate  House,  Vauxhall  Bridge  Road,  London,  SW1V  IF 


Please  send  me  notepad(s)  at  each  (inclusive  of  VAT,  post  and  packing). 

COLOUR         Blue         Black  Red 


NAME 


ADDRESS. 


I  enclose  cheque/P.O.  value  made  payable  to  Harpers  &  Queen. 

Please  allow  28  days  for  delivery. 


PROPRIETORS:  NATIONAL  MAGAZINE  CO.  LTD.,  REGISTERED  OFFICE!  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON  swlv  Ihf.  01-834  2331 

REGISTERED  NO.  1 1  2955  ENGLAND   


Cornells  Cornelisz  van  Haarlem.    St.  John  preaching  in  the  wilderness.  Signed  with  a  monogram  and  dated  1602.    100  x  181cms. 


To  be  included  in  a  sale 
of  Fine  Old  Master  and  18th  Century 
Paintings  to  be  held  on  Monday,  March  14  at  2pm. 

The  sale  also  includes  works  by: 

Pieter  Codde 
Herman  Saftleven 
Otto  Marseus  van  Schrieck 
Cornells  van  Poelenburgh 
Joseph  Highmore 
Thomas  Gainsborough 
Sir  P.  Lely 
Canaletto 
Jacob  Knyff 
Abraham  van  Cuylenborch 
Frans  Francken  III 
Jean  Bap-tiste  Monnoyer 

There  will  be  a  sale  of  Fine  Watercolours  on  Monday,  March  21  at  11am. 

NO  BUYER'S  PREMIUM 
Phillips  the  Auction  People  since  1796. 7  Blenheim  Street,  New  Bond  Street,  London, W1Y  OAS.  Telephone:  01-629  6602 

West2.lll  Salem  Rd    Marylebone.llaus  I'l      Jollys,  I  Old  King  St.    Midlands  (lie  Old  Mouse    North  Hopper  H  ouse.  Scotland  rid  George  St.  alsoatDublm 

London  W24BU       London  NW1 6UA        Bath.Avon  Knowle. West  Midlands      17a  East  Parade.Leeds  Edinburgh EH22JL  Cienevaand 

61:012215303       lei:  01 723 1118  61:0225  310609     Tel:  056  45  6151  Tel:0532  40029  Tel  031 225  2266  Montreal 

Members  of  the  Society  of  Fine  Art  Auctioneers 


Phillips 


Tuesday,  March  8  at  II  a.m. 


Fine  Continental  and  English  Furniture,  Works  of  Art  and 

Carpets 


A  fine  quality  carving  of  a  saint,  attributed  to 
Grcgor  Erhart,  circa  1490, 
1.32  m.  high. 


A  good  quality  carving  of  St.  Margaret, 
attributed  to  Giovanni  Giuliani,  circa  1710, 
51  cms.  high. 


A  fine  16th  century  Flemish  alabaster  plaque  depicting 
the  Judgement  of  Solomon,  35  cms.  X  28  cms. 


A  fine  17th  century  Italian  marble  ot  Hercules  slaying  Cacus, 
53  cms.  long. 

Illustrated  Catalogue  $op. 


Phillips.  7  Blenheim  Street,  New  Bond  Street,  London,  WlY  OAS. 
Telegrams:  Auctions,  London,  W.I.  Telephone:  01-629  6602. 


Monday,  March  14  at  2  p.m. 


Fine  Old  Master  and  18th  Century  English  Pictures 


Willem  Key  Joseph  Highmorc 

Portrait  of  a  lady,  half-length,  Portrait  of  Miss  Priscilla  Edgcll, 
on  panel.  on  canvas. 

81  cms.  x  64  cms.  94  cms.  x  81  cms. 


Herman  Saftlcven  L.  van  Valckenborch 

An  extensive  river  landscape,  The  Grape  Harvest,  on  canvas, 

signed  with  a  monogram  and  dated  1670,  on  panel.  85  cms.  x  120  cms. 

16.5  cms.  x  23  cms. 

Illustrated  Catalogue  £,1.00 


Phillips,  7  Blenheim  Street,  New  Bond  Street,  London,  WiY  oAS. 
Telegrams:  Auctions,  London,  W.i.  Telephone:  01-629  6602 


Tuesday,  March  29  at  2  p.m. 


Fine  Jewellery 


A  Victorian  diamond  tiara.  A  selection  of  fine  Victorian  and  Edwardian 

diamond  brooches. 

Illustrated  Catalogue  jQi 


Phillips,  7  Blenheim  Street,  New  Bond  Street,  London,  WiY  oAS. 
Telegrams:  Auctions,  London,  W.i.  Telephone:  01-629  6602 


Phillips  lavish  Review  of  the  year  1976;  with  over  500  items  illustrated, 
including  12  in  colour,  is  obtainable  from  the  auctioneers, 
price  £1.35  including  postage. 


A  fine  late  17th  century  ebonised  bracket  clock  with 
calendar  and  pull  repeat  by  Samuel  Adworth,  London. 
To  be  included  in  the  sale  of  clocks  and  watches  on 
March  22. 

Illustrated  Catalogue  50p. 


A  fine  1 8th  century  Dutch  walnut  and  floral 
marquetry  display  cabinet,  1.70m  wide.  To  be 
included  in  the  sale  on  premises  of  The  Vineyard 
Beaulieu,  Hampshire  on  March  23. 

Illustrated  Catalogue  gop  (inch  postage). 


Phillips,  7  Blenheim  Street,  New  Bond  Street,  London,  WiY  oAS. 
Telegrams:  Auctions,  London,  W.i.  Telephone:  01-629  6602 


Ax  EXCEPTIONALLY  FINE  28-piece  silver 
dinner  service,  the  Victorian  pieces  being  engraved 
with  contemporary  armorials.  It  includes  four  sauce 
tureens  by  Robert  Hennell,  dated  George  III,  1776-77, 
and  was  completed  in  1853-57  by  J.  S.  Hunt,  in  a 
matching  Adam  style.  The  service  is  remarkable  in 
remaining  virtually  intact,  and  the  quality  of 
workmanship  is  quite  superlative. 

With  a  total  weight  of  approximately  2,536oz, 
the  service  comprises  the 
following  pieces: 


Round  chop  dish  and  mazarine 
Venison  dish  24" 
Meat  dish  24" 
Meat  dish  21 W 
Pair  of  meat  dishes  20 Vz" 
Pair  of  meat  dishes  18': 
Pair  of  meat  dishes  17" 
Pair  of  second  course  dishes  15" 
Pair  of  second  course  dishes  12" 
Pair  of  plain  serving  dishes 

( Only  one  example  is  illustrated  of  each  of  the  pairs 
of  meat,  second  course  and  serving  dishes.) 


2  large  sauce  tureens 
2  small  sauce  tureens 
Vegetable  dish  and  divider  with 
ivory  handle 

Vegetable  dish  with  ivory  hSmdle 
Pair  of  vegetable  dishes  and  linei 
Pair  of  vegetable  dishes 
Pair  of  soup  tureens  on  stands 


S.J.  Pcploc  R'SA  1871-1935 
Jars,  Bottle  and  Fruit 
oil  on  canvas  25  x  30  ins. 

63.5  x  76.2  cms. 


THREE 
SCOTTISH 
COLOURISTS 

PEPLOE    CADELL  HUNTER 


The  Fine  Art  Society  Ltd. 

148  New  Bond  St.  London  WiY  oJT 
T2  Great  King  St.  Edinburgh  EH3  6QL 


Edinburgh 

19  Feb.  -  19  Mar. 


London 
29  Mar.  -  22  Apr. 


WILDENSTEIN 

an  exhibition  organized  by  Hugnette  Beres 
of  selected  works  by 


UTAMARO 


March  16th  -  April  6th 

Weekdays  to  -  5.30  Saturdays  10  -  12.30 

Admission  free 
147  New  Bond  Street,  London  Wi 
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Hf  Abpointmtnt 
10  H.At.  Qtm*  Elizabeth 
Ikt  Queen  Mother 


By  Appoinlmtni 
.  H  M.  Qiutn  Elizabeth  it 

Jtmtilm 


14  Grafton  Street,  London  W.I. 


ESTABLISHED  1865 


TELEPHONES  493-1 141-2-3 


V 


mm 


A  PAIR  OF  EPERGNES  BY  FABERGE 


Formed  as  cupids  in  the  Rococo  manner  in  oxidised  silver,  bearing  bows  and  arrows;  their  wings  supporting  silver 
mounted  cut-glass  bowls.  Each  figure  standing  on  tricorn  plinths  simulating  rockwork,  shells  and  waterfalls.  Signed 
in  full  and  with  the  initials  K.F.     in  Russian  characters.       Moscow  circa  1880.  Height:  9  inches. 


A  marvelous  and  useful 
pair  of  Georgian 
Chippendale  period 
serpentine  front  games 
tables  having  excellent 
deep  mahogany  wood 
figure  and  patina. 
Supported  by  moulded 
edge  Chippendale  legs 
with  corner  brackets. 
Having  a  felt  top.  Circa 
1760-1780.  Width  32" 
Height  29"  Depth  17" 


ESTABLISHED 

1918 


Max  Webber 


ANTIQUES 

EAST  STREET     MIDDLETON,  MASSACHUSETTS  01949 


TELEPHONE 
617-774  1785^ 


CHINESE  ANTIQUES 
AND 
OBJETS  DART 


Intricate  Peking  ivory  carving  of  a 
famous  Chinese  court  beauty. 
27  in.  high  including  stand. 


PENINSULA  HOTEL 
KOWLOON  -  HONG  KONG 

Cable:  "EILKERSHAW"  H.K. 
Tel:  3-664083 
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GRAF  KLENAU 


OHG  MUNCHEN 


Auction  No.  132  Antique  arms  2.4.1977 
Auction  No.  133  Militaria  2.4.1977 


Catalogue  comprising  about  200  pieces  including:  A  pair  of 
wheellock  pistols  by  Hans  Stockmann,  Dresden,  about  1610.  A  pair 
of  highly  important  "Puffer",  south-German  about  1  580,  inlaid  with 
hunting  sceneries.  A  pair  of  flintlock  pistols  by  Paul  Lien  hart, 
Munich,  about  1710  bearing  the  coat  of  arms  of  Maximilian  II. 
Emanuel  of  Bavaria.  Several  fine  full  inlaid  wheellock  guns  including 
two  south-German  about  1580  and  1630,  a  Silesian  about  1630 
and  others.  Fine  flintlock  guns  including  a  turn  over  flintlock-gun  by 
Andreas  Hauer,  Wurzburg  about  1 770,  a  fowling  piece  by  Greverath, 
Castle  of  Dyck  bearing  the  coat  of  arms  of  the  princes  of  Salm- 
Reifferscheidt.  A  fine  north  Italian  Sallet  about  1480.  Good  edged 
weapons,  pole  arms,  a  crossbow,  parts  of  armour  and  locks  and 
barrels  from  guns  and  pistols.  In  connection  with  this  auction,  which 


will  be  one  of  the  most  important  and  most  interesting  auctions  of 
the  last  years,  there  will  be  organised  a  series  of  lectures,  held  by 
internationally  well-known  scientists  under  the  protection  of  the 
"Gesellschaft  fur  historische  Waffen-  und  Kostumkunde".  Of  special 
interest  will  be  a  lecture  of  Prof.  Schedelmann  on  the  well-known 
faker  Konrad  connected  with  a  show  of  Konrad-pieces  from  the 
studying-collection  of  the  German  National  Museum  in  Nuernberg. 
Auction  no.  133.  Miliiaria.  About  800  numbers.  Numerous  uniforms 
and  headgears  from  the  pre-1914  period.  A  large  selection  of 
SS-porcelain.  Various  complete  uniforms,  flags  and  banners, 
paintings,  watercolour  by  A.  Hitler,  important  documents  and 
donations.  Please  send  for  new  catalogues  which  you  can  receive  at  a 
price  of  DM  5,-  each.  You  will  find  the  complete  program  enclosed. 


Graf  Klenau  oHG,  Postfach  122,  Maximilianstr.  32,  D-8000  Munchen  1,  Germany.  Tel.  (089) 
222281/82,  Telegrammadresse  Klenauktion  Munchen,  Postscheckkonto  Nurnberg  7777-857 
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In  Bruton  Street 

Algernon 
Asprey 

An  early  George  II  cuban  mahogany 
gate  leg  dining  table,  having  the 
rare  feature  of  carved  pony  feet  with 
carved  fetlocks,  the  cabriole  legs 
with  acanthus  carving  to  the  knees 
and  with  moulded  outer  edges. 
Circa  1730 
Diameter:  48" 
Height:  28F 

Members  of  the  Hritish  Antique  Dealers'  Association 


ALGERNON  ASPREY.  27  BRUTON  STREET.  LONDON  W1X  8HA. TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN. TELEX:  21142 


"Call  to  Prayer" 
T.M.F.  Lybaert  1848-1927 

Panel  size-40g"  x  22i"  -  (104cm  x  58cm) 
Outside  Frame-47f "  x  29!"  -  C  21  cm  x  75cm) 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

W.Anderson,  H.Andrews,  Berne  Bellecour,  F.  M.  Bennett,  Frank 
Brangwyn,  F.  A.  Bridgman,  Edgar  Bundy,  J.  B.  Burgess,  A.  de  Breanski 
Phillip  H.  Calderon,  D.  Y.  Cameron,  Ivan  Choulste,  F.  C.  Compte, 
E.  Detaille,  Jules  Dupre,  Victor  Dupre,  Dietz  Edzard,  John  Eckenaes, 
Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere,  E.  L.  Garrido,  Frederick 
Goodall,  R.  A.,  Paul  Grolleron,  J.  J.  Henner,  Joseph  Highmore, 
W.  Lee  Hankey,  Dame  Laura  Knight,  Ridgway  Knight, 
Sir  Edwin  Landseer,  L.  Lassalle,  B.  W.  Leader,  A.  A.  Lesrel,  Jonas  Lie, 
T.  M.  F.  Lybaert,  J.  C.  Maggs,  Constantin  Makovsky,  Han  van 
Meegeren,  Franz  Moormans,  Adrien  Moreau,  H.  H.  Parker,  Ch.  Pecrus, 
Allan  Ramsay,  Sir  Henry  Raeburn,  Antonio  Reyna,  Leon  Richet, 
Lucio  Rossi,  Ferdinand  Roybet,  W.  Dendy  Sadler,  Eisman  Seminowsky 
Wordsworth  Thompson,  Charles  Towne,  Felix  Ziem  and  others. 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  M5S  1T8,  Canada 

Telephone:  Area  416  -  921  -  3522 
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CORK  SILVER 


Our  London  and  New  York 
collections  feature  antique 
silver  of  the  highest  quality 
and  always  include  exceptional 
and  rare  pieces  of  interest  to  the 
serious  collector. 

Out  collection  of  Old  Sheffield  Plate 
is  also  one  of  the  largest  in  the  country. 


From  our  London  Collection 

A  rare  Irish  Silver  Saucepan  and  Cover 
made  in  CORK  circa  1800  by 
CARDEN  TERRY  and  JANE  WILLIAMS. 
51"  high.  Length  13"  overall  including 
turned  wood  handle. 


JANE  WILLIAMS,  who  lived  on  the  Grand  Parade,  was  the 
daughter  of  CARDEN  TERRY.  She  married  JOHN  WILLIAMS, 
who  was  apprenticed  to  Terry.  After  her  husband's  death  she 
worked  with  her  father,  and  it  is  noted  she  was  the  only  CORK 
lady  silversmith.  See  "Irish  Georgian  Silver"  by  Douglas 
Bennett. 


S.J.SHRIESOL 


CARDEN  TERRY  (1742-1821) 


LONDON  43  MUSEUM  STREET  LONDON  WC1 A 1LYTEL.  01-4052712  NEW  YORK  1 04  EAST  57th  STREET  -  NEW  YORK  10022  TEL  0101-212-75-38920 
Member  of the  British  Antique  Dealers'  Association  and  the  National  Antique  and  Art  Dealers' Association  of  America  -tn  'J^« 


Antiques  from  Abroad... 

A  fine  English  mahogany  sideboard  of  beautiful 
rich  colour,  circa  1790.  66  inches  wide, 
26V2  inches  deep,  35  inches  high.  S7, 750.00 


A.S.I  D  MEMBERS 
Louise  A.  Mendel 
Julian  DePree 
Jack  R  Blankenburg 

1000  HAMILTON  AVE.,  LOUISVILLE.  KY.  40204  TEL ( 502)  587-66 1 1 

Member  of  The  Art  and  Antique  Dealers  League  of  America.  Inc. 


Hanging  Scroll 
Ink  on  paper  by  Ma  Shou-chen 
16th  century  Height:  36"  Width:  8V2" 

FRANK  CARO 
GALLERY 

41  EAST  57th  ST..  NEW  YORK,  IN.  Y.  10022 
(212)  PL  3-2166 


SHOWCASE 


.  [s  if  you  could 
forget! 


44th  CHELSEA 
ANTIQUES  FAIR 

Stli  March-  iyth  March.  Excluding  Sundays 

CHELSEA 

OLD  TOWN  HALL 
LONDON 

Full  details  from : 

JOSEPHINE  GRAHAML-BALLIN 

ANTIQUES 

21  GEOKGK  S  I'REET 

ST.  ALBANS  HERTS. 

Telephone  Si  Albans  56069 

Admission  Sop 


iPatntrtCnaiwte 

English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  <$  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 


LETTHHXISIH  M]  /<M  t 
TO  YtH 

These  word\  are  set  wiih  a  delmhl- 
Jul  spray  of  flowers,   with  leaf 

Ref.  No  i  ll   Size  U  rns  wide  oval 

CRUMMLES  &  CO. 

Cromer  Rd.  Poole  Dorset 


Grotrian  Steinweg  Baby  Grand  Piano  in 
mahogany  case  No.  63057. 
Treasured  possession  of  professional  pianist. 
In  most  perfect  condition. 

Box  No.  8759 


£13 

THE  CONNOISSEURCOMPLETE 
ENCYCLOPEDIA  OF  ANTIQUES 

From  all  good  booksellers  or  from  : 
The  Connoisseur  Books  Division 
Chestergate  House,  Vauxhall  Bridge  Road 
London  SWi  V  lHF. 


HEFFERNAN 
&  JONES 

Antique  and  Modern  Silver. 
22  Crown  Passage,  St.  James's 
London  SW1Y  5PP    01-930  6003 


A  coffee  pot  by  Thomas  Whipham, 
London  1753.  Weight:  28  ozs:  7  dwts: 
Engraved  with  the  arms  of  Crawhall: 
An  illustrated  catalogue  is  available  on 
request. 


Young  well  educated  English 
speaking  Austrian  gentleman 
seeks  employment 
directly  concerned  with 

the  Arts  in  Britain. 
Please  contact  direct :- 

Werner  F.  Schober 
Wahringerstrasse  188 
A  1180  Vienna 
Austria. 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


M 


STANHOPE 
SH  ELTON 
PICTURES 


II 


OLD  MASTER 
DRA  WINGS  (and 
English  water  colours ) 

Write  for  current  lists  to 
Stanhope  Shelton.  Cobbolds 
Mill,  Monks  Eleigh,  Suffolk 
1P7  7.1  B.  England 


TOPOGRAPHICAL  ARTS 

2  Cecil  Court  Charing  Cross  Road  London  W.C. 2 
Tel:  01  -836  2922 

18th  Et  19th  century 
English  and  Continental 
Topographical  waterco/ours 


CHINESE  J    ^jJJi^J  ^GALLERY 

ORIGINAL  CHINESE  PAINTINGS 

by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C. 1 

(01 -580  7538) 


THE  MEDICI  GALLERY 

26  Thurloe  St.,  London  SW7,  tel.  01  -589  1363 

JAN  HOOGSTEYNS 

Paintings-Drawings  19  Feb-12  Mar  77 
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AUKTIOIMHAUS  WENDT 

Auction  No.  XV  from  22nd  -  26th  March  1977 

1  000  lots  of  antique  coins,  including  a  group  of  interesting  Greek 
provinciaT  bronze  and  450  medieval,  from  the  Hollschek  collection 
900  new  period  copper  engraved  coins,  both  secular  and 
ecclesiastical. 

400  tokens  and  300  medals 

Auction  No.  XV1 

70  professions  in  documents  and  pictures 
200  old  jig-saw  puzzles  from  a  unique  collection 
500  Napoleonic  toy  soldiers 
Books  and  prints 

Inland      Europe  Overseas 
Coin  catalogue  price :      6s.  110      6s.  140      6s.  250 

incl.  postage 

Special  catalogue :  6s.  160      6s.  190      cs.  300 

incl.  postage 

We  constantly  seek  offers  of  coins  objets  d'art, 
books  and  prints  for  auction. 

AUKTIONHAUS  WENDT 

Schottenring  17.  A. -1010  Wien. 
Tel.  (0222)  34-21  -1  6  or  34-56-62 
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J.  kUGEL 


279,  KLE  SAINT-HONORE, 

7500«  PARIS 


Two  terracotta  figures.  Louis  XVI.  Ormolu  mounted.  Height:  36  cm. 


LEMPERTZ  of  COLOGNE , 


est. 

845 


Stand  229 
West  German  Arts  Fair 
12th -20th  March  1977 


Folding  table  gold  lacquer  on  red  Dresden 

circa  1740. 
Height  78  cm.  Width  88.5  cm.  x  88.5  cm. 


Kunsthaus  Lempertz,    Neumarkt  3,  D5000  Koln  1,  Germany.    Tel:  (221)  210251 


K.  H.  POHL 

Scientific  Instruments 
Fischmarkt  g 
Tel:  (221)  2464$^  and  2 1 3 39 c 

^000  KOLN  1  (Altstadt) 
W.  Germany 

Early  time  keepers,  Astronomical  instruments 
Sundials,  Microscopes 
Surveying  instruments 


Large  horizontal  engraved  ivory  and  coloured  sundial.   Siened  J.  Gebhart 
Nurnberg  1548 
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BlENNALE  DES  AnTIQUAIRES 

CONJOINTE  AVEC 

LA  BlENNALE  INTERNATIONALE  DES  ANTIQUAIRES  AU  GRAND  PALAIS  -  PARIS 


Cannes 

CASINO  MUNICIPAL 

7  th  TO  1 8  th  APRIL  1977 


40  ANTIQUES  DEALERS  EXHIBIT 

THEY  ARE  YOUR  MODERN  GUIDES  TO  THE  BEAUTIFUL  AT  ONCE  AUTHENTIC 
AND  DIVERSE,  ALL  ARE  MEMBERS  OF  THE  SYNDICAT  NATIONAL  DES  ANTIQUAIRES 

11,  RUE  JEAN  MERMOZ  A  PARIS 
THEY  HAVE  SIGNED  A  PROFESSIONNAL  CHARTER  AND  ARE  HOLDERS  OF  A 
PROFESSIONNAL  DATED  PANEL  WHICH  GUARANTEE  WHAT  THEY  SELL 

For  any  information  :  CANNES,  CASINO  MUNICIPAL  :  39.34.66 

PARIS,  SYNDICAT  NATIONAL  DES  ANTIQUAIRES  :  225.44.33 


Gianmaria  Buccellati 

Monte-Carlo  -  New  York  -  Tokio  -  Hong-Kong 


present  a  MONTE-CARLO,  avenue  des  Beaux- Arts  (Hotel  de  Paris)  Tel.  50. 90. 10 

par  CLEMENT  CARLO  KAISER 


2  erne  Biennale  Internationale  des  Antiquaires 

et  Galeries  d' Art 


monte  carlo 

16th  July  to  20th  August  1977 
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in  Monte-Carlo  ... 


BLACK*  N ADEAU  GALLERY 

AVENUE  DES  BEAUX-ARTS         MONTE-CARLO  MONACO 

I'hone  :  <93>  30.7  7.40  Cables  :  III  WAK'I ,  Monaco 


SPECIALISTS  IV  FINE  EUROPEAN  BRONZES,  SCULPTURE  AMD  WORKS  OF  ART 
FROM  THE  16TH  TO  EARLY  20TH  CENTURIES 


OIL  24"  x  46"  "THE  GRAND  CANAL- VENICE"  WILLIAM  HENRY 

SIGNED  and  DATED  1866 

A  selection  of  19th  and  20th  Century  oil  paintings  including  works  by:-  Monchablon,  de  Schryver.  Roybet.  J.  F.  Hulk,  Boddington, 
Guillaumet,  Wijngaerdt,  Brandeis,  Croegaert,  de  Hoog,  Laissement,  E.  A.  Portielje,  Beranger,  Clays, 

Ladell,  H.  Scott,  D.  Grant,  C.  Kennedy 


JOAILLIERS 
MONTE-CARLO 

PLACE  DU  CASINO  •  PRINCIPALIS  DE  MONACO  •  TELEPHONE:  (93)  30.86.58  •  TELEX:  479438 
LONDRES  PARIS  CANNES  NEWYORK 

HONG-KONG  GENEVE  MUNICH  TOKYO 
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ADRIANO  RIBOLZI 


A  pair  of  cupids  in  Ivory 

attributed  to  AUGUSTIN  PAJOU  (1730-1809) 

Provenance:  collection  RICHARD  WALLACE  London 

collection  JOSEFINA  UNZUE  de  COBO  Buenos  Aires 

Height  cm.  38           15  inches  Perfect  condition. 


MONTE  CARLO 

6  AVENUE  DES  BEAUX  ARTS.   TEL:  (93)  30  06  25 


01  f  AOLR  PlCARD  TAJAN 

Auctioneers  in  Paris 

;  PALAIS  GALLIERA  -  Monday  21st  March  1977 

THE  JACQUES  BORIE  COLLECTION  and  others. 
OLD  MASTER  PAINTINGS. 

IMPORTANT  PAINTINGS,  notably  by:  Aubry  -  Brouwer  -  J.  Brueghel  de  Velours  -  P.  Brueghel  II  - 
R.  Camera  -  Gova  y  Lucientes  -  Maitre  de  Sainte  Gudule  -  J.  B.  Oudrv  -  J.  Ruisdael  -  Spaendonck  - 
J.  Stork  -  D.  Teniers  -  J.  Vernet  -  J.  Weenix  -  P.  et  Ph.  Wouwerinan  .  .  . 


Expert:  M.  P.  Antonini. 


Jan  BRUEGHEL,  called  de  Velours. 
The  Four  Elements. 
Panel.  109  cms.  by  63,5  cms. 


Etienne  AUBRY. 

"Les  Amoureux  Curieux". 

Canvas,  one  of  a  pair.  79  cms.  by  100  cms. 

Paintings  engraved  by  J.  C.  Levasseur  and  J.  B.  Simonet  1777. 


PALAIS  GALLIERA  -  Tuesday  22nd  March  1977 


IMPORTANT  COLLECTION  OF 
"BLEU  TURQUOISE  DE  LA  CHINE" 

EINE  COLLECTION  OF  RARE 
XVIII  CENTURY  FRENCH  SEATS 

WORKS  OF  ART 

TAPESTRIES 

Experts:  MM.  J.  P.  Dillee,  G.  Portier 


Unique  "chaise  de  maitrise'*  offinel) 
carved  wood.  Early  Louis  XV. 


Jean-Antoine  HOUDON. 
A  marble  bust  of  young  girl. 
Signed  and  dated  1781. 
Liter:  Houdon,  by  Giacometti. 

page  203. 

Exhibit:  Centenaire  de  Houdon  1928. 

page  103. 

Collection:  Henri  de  Rothschild. 


Mes.  ADER  PICARD  TAJAN-12,  RUE  FAVART  PARIS  2-TeL:  742.68.23-Cable:  ADERP1CAR-PARIS 


(\J  Adik  Picard  Tajan 

Auctioneers  in  Paris 

PALAIS  GALLIERA  -  Wednesday  23rd  March  1977 

I  -  -  THE  JACQUES  BORIE  COLLECTION  OF  ENGLISH  AND  ERENCH  SPORTING  PAINTINGS 
notablv  by:  Henry  Aiken  Snr.  -  Rosa  Bonheur  -  Yves  Braver  -  Alfred  de  Dreux  -  John  E.  Ferneley  Snr.  - 
John  Frederick  Herring  Snr.  -  John  Lewis-Brown  -  Princeteau  -  Carle  Vernet  etc. 

II  -  -  MODERN  PAINTINGS  notablv  by:  Bonnard  -  Boudin  -  Chagall  -  Grandma-Moses  -  Jongkind  - 
Picabia  -  Signac  -  Utrillo  -  Vlaminck  -  Vuillard  .  .  . 


Experts:  MM.  J.  Dubourg,  Ch.  Durand-Ruel,  A.  Pacitti,  Ph.  Marechaux,  Ph.  Cezanne 


Henry  ALKEN  Snr. 

A  set  of  four  oil  paintings : 

The  Meet,  Full  Cry,  Taking  a  Ditch  and  The  Kill. 

Canvas.    All  signed.    28  cms  by  38  cms. 


John  Frederick  HERRING  Snr. 

Mr.  Irwin  with  his  bay  colt,  Faugh-a-Ballagh,  by 

Sir  Hercules  out  of  Guiccioli. 

Canvas  signed,  inscribed  and  dated  1 844.    86  cms.  by  1 1 2  cms. 


PALAIS  GALLIERA 
Friday  25th  March  1977 

OBJETS  D'ART  AND  FINE 
XVIII  CENTURY  FURNITURE 
IMPORTANT  XVI,  XVII  AND  XVIII 
CENTURY  TAPESTRIES 

Experts:  MM.  J.  P.  Dillee,  J.  et  J.  Lacoste, 
().  Le  Fuel  and  Praquin,  J.  P.  Fabre. 

'"Mille  Fleurs",  tapestry  of  the  set  known  as,  "la  Verdure  des  Ardilliers". 
Audenarde  beginning  of  the  XVI  century.  232  cms.  by  295  cms. 
One  of  these  tapestries  is  to  be  found  in  the  Treasury  of  Angers  Cathedral. 
Others:  Virginia  Museum,  Richmond  and  the  Cincinnati  Art  Museum. 

Bureau  Rive  Gauche:  Mes  ADER  PICARD  TAJAN  -  8  rue  de  Beaune  -  75007  PARIS  -  Tel.  261.17.50 

CORRESPONDANT  EN  SUISSE:  ART  PROMOTION  S.A.,  Lausanne-Palace.  Grand-Chone  9.  1003  LAUSANNE.  Tel.  (021)  23-12-34  et  20-37-11 
CORRESPONDANT  A  MONACO:  ART  MOMACO  -  Le  Victoria  -  13,  boulevard  Princesse  Charlotte  -  MONTE-CARLO  -  Tel.  50  73-15 


Mes.  ADER  PICARD  TAJAN-12,  RUE  FAVART  PARIS  2-TeL:  742.68.23-Cable:  ADERPICAR-PARIS 


View  of  the  Highgate  Archway  -  Coloured  aquatint  engraving. 
EXHIBITING  CAMDEN  ANTIQUES  FAIR 


FRANK  T.  SABIN  LTD. 

Established  1848 
Four  New  Bond  Street 

Telephone:  01-499  5553  London  W.  I.  Cabies:  Sabinus  London  W.i. 


DELOMOSNE 
AND  SON  LIMITED 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 


A  small  Derby  Tureen  and  Cover 
of  oval  quatrefoil  form  painted 
with  exotic  birds,  finches  and 
insects.  Length:  6|  inches. 

Exhibited  in  a  collection  of  early 
Derby  Porcelain  at  Winifred 
Williams,  January  1  973,  No.  50. 

We  are  exhibiting  at  the 
CAMDEN  ANTIQUES  FAIR 
March  26th-April  3rd. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON  LONDON  W.8 

TELEPHONE  01  -937  1804 

CABLEGRAMS:  DELOMOSNE  LONDON  W.8 
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Member  British  Antique  Dealers  Association 


Fine  Eighteenth  and  Early  Nineteenth 
Century  Furniture  and  Works  of  Art 

67-70  CHALK  FARM  ROAD    LONDON  NWi 
01-485  1504  01-267  2767 


4> 


Chippendale  period  mahogany  Gaining 
Table  with  reversible  reading  stand/leather 
lined  chess  top  and  inlaid 
backgammon  well.  Ca.  1760 

Measurements:  Height  75  cms. 
Width  90  cms.  Depth  59  cms. 


\ 


PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD. 

^^Le^Yflanor^fouse 
O  QtilcLin.tSGsM 


From  our  collection  oj  17th  and  18th  century  English  urniture  displayed  in  the  18  period 
rooms  of  a  Georgian  manor  house  only  1  hour  from  London  by  the  A.i  or  about  40  minutes 
by  train  from  London  (Kings  Cross);  trains  can  be  met  by  arrangement. 


Telephone  Hitchin  2067 
STD  0462  2067 


evljordshire 

Members  of  the  British  Antique  Dealers'  Association 


Cables 
Phillips  Hitchin 


Camden  Antiques  Fair 


MARCH  26th  -  APRIL  3rd  1977 


London's  premiere  Spring  Fair 

All  furniture  and  textiles  pre-1 830 
All  other  exhibits  pre-1 860 

To  ensure  as  far  as  possible  the  authenticity  of  all  exhibits,  items  on 
show  will  be  vetted  by  the  Hon.  Advisory  Committee 


CAMDEN  ARTS  CENTRE 
ARKWRIGHT  ROAD,  FINCHLEY  ROAD 
HAMPSTEAD,  LONDON  NW3 
Telephone :  01  -435  2643 


Admission:  by  Catalogue  50p  (First  Day  £1 ) 
Open:  Mon-Sat  1 1 .30am-7.30  pm 

Sundays  2.30  pm-7.30  pm 
Municipal  Car  Park  opposite  Centre. 

Restaurant. 


BRIAN  L.  KOETSER 
GALLERY 

OLD  MASTER  DRAWINGS 

44  Duke  Street  St.  James's  London  SW1Y  6DF 

Pieter  Jansz  Quast  (1606  Amsterdam  1647) 
"The  Happy  Alchemist" 
Black  Chalk  on  Vellum  206  x  189  mm 
signed  with  monogram 

Telephone:  01-930  6309 

The  toughest  problem 
about  buying  antiques. 
And  how  to  solve  it. 

Finding  good  antiques  is  getting 
harder  all  the  time.  But  tougher  still  is  shipping 
them,  so  that  they  arrive  in  one  piece. 

Michael  Davis  has  been  shipping 
antiques  for  five  years.  In  1976  alone  they  moved 
£10  million  worth  from  the  UK  worldwide. 

The  total  value  of  their  insurance 
claims?  Barely  half  a  percent. 

Find  out  more.  Send  the  coupon  to 
Michael  Davis  (Shipping)  Limited.  Ill  Mortlake 
Road,  Kew,  Richmond,  Surrey  TW9  4AU. 
Telephone  01 -876  0434  (day),  01-8783377 
(night)  or  4725  Alia  Road,  Marina  Del  Ray, 
Los  Angeles,  California  90291 .  Telephone 
(213)822  5046. 


r 


MICHAEL  DAVIS 


we  ship  antiques  safely. 


1 


Name . 


Address . 


L_ 


□  Commercial  □Private  | 

—  Moving  household      (Please  tick  appropriate  box) 


J 
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By  Appointment 
Antiquaries  of  Chinese  Art 

to  her  LATE  Majesty  Queen  Mary 


By  Appointment 
Antiquaries  of  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointment 
Antiquaries  of  Chinese  Works  of  Art 

to  his  late  Majesty  the  King  of  Sweden 


JOHN  SPARKS 


LIMITED 


Chinese  MoxU  of  8rt 


A  Chinese  rose-quartz  carving  of  a  Cat 
with  two  kittens 

1 8th.  CENTURY 

Length:  8^  inches 


We  are  holding  an 
Exhibition  of  Chinese  Works  of  Art 
from  2nd  to  nth  March,  1977. 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


OUDE  KUNST  *  FINE  ART  ! 
ALTE  KUNST  *  ART  ANCIEN 


21-30  •  5  •  1977 


Schilderijen       Pictures  Gemalde  Tableaux 

Beelden  Sculptures  Figuren  Sculptures 

Tekeningen  Drawings  Zeichnungen  Dessins 

Ikonen            Icons  Ikonen  Icons 


Open:  11.00-21.00  hrs. 

EUROHAL  •  MAASTRICHT  •  HOLLAND 


P.  BE  FioER 

AMSTERDAM 

LEGER  GALLERIES 

LONWN 

BROD  GALLERY 

I.i  INDON 

MPLLENMEISTER 

SOLING  EN 

RICHARD  GREEN 

LONDON 

ROB  KATTENBl  RG 

AMSTERDAM 

ROBERT NOORTMAN 
LONDON  Hl'LSBERG 

S.  NYSTAD 

S-GRAVENHAGE 

C  EN  G  CASTENDIJK 
ROTTERDAM 

1LAS  NELFERT 

ML'NCHEN 

A  J  DE  RAAD 

S-HERTOGENBOSCII 

W.H.  PATTERSON 

LONDON 

H  M  CRAMER 

'S-GRAVENHAGE 

IVOBOLWMAN 

S-GRAVENHAGE 

A  BIES 

EINDHOVEN 

DE  JONCKHEERE 

BRLXELLES 

BRIAN  KOETSER 

LONDON 

NYSTAD  ANTIQLAIRS 
AMSTERDAM 

J  KRAUS GALLERY 

PARIS 

GERARD  MEYER 

ROTTERDAM 

PIETER  A.  SCHEEN 

S-GRAVENHAGE 

JAN  DIRVEN 

EINDHOVEN 

GALERIE  Bl'HLER 

ML'NCHEN 

MARK  GALLERY 

LONDON 

.1  HAHN 

PARIS 

MICHEL  VAN  RUN 

AMSTERDAM 

M  NEWMAN 

LONDON 

W  LEKEVRE 

KORTRI.IK 

ABELS 

KOLN 

PAKFRATH 

DISSELDORF 

.1  o  LEEGENHOEK 

PARIS 

X.  SCHEIDW1MMER 

ML'NCHEN 

BORZO 

S-HERTI  )GENB(  )S(  ! ! 

HANS  MARCUS 

AMSTERDAM 

INTERB(K)K 
INTERNATIONAL 

SCHIE1 1  \M 

C<  ILNAGHI 

I.i  i\l)i  i\ 

i,  .1  SCHERPEL 

BUSSUM 

GEBR.  DOUWES 

AMSTERDAM 


oI^TTEFINCK 

BRUSSEI 


MANHATTAN  ART 
£>  ANTIQUES  CENTER 


THE  FIRST  SERIOUS 
ANTIQUES  ARCADE  IN  THE 
UNITED  STATES 

85  established,  reputable  dealers  offering  the 
most  complete  range  of  quality  merchandise 
at  competitive  prices.  Located  in  a  beautiful 

tri-level  enclosed  mall.  If  you're  in  New  York, 
drop  by  and  visit  us. 


PERIOD  FURNITURE 
&  ACCESSORIES 

DOROTHY  LANE  ANTIQUES 
Antique  French 
&  Italian  Furniture 
LENARD'S  GALLERIES,  LTD. 
Art  &  Antiques 
CARTER  LAVAY  ANTIQUES,  LTD. 
English  18th  &  19th  Century  Antiques 
ANTHONY  ZOLEO 
Rare  Antique  Furniture 
CALALB  a  IOSUB 
Antiques  &  Furniture 

SANDA'S  SHOP 
French  &  English  Furniture 
DECORATIVE  WALL  COVERINGS 
Wallpapers,  Fabrics 
STEVE  ROEDLER 
18th  Century  Furniture 
THE  GUVNOR  &  MRS.  A" 
English  &  American 
Furniture  &■  Antiquities 


JEWELRY 

EVA  SCHICK 
Jewelry  &  Antiques 
MARIA'S  ANTIQUES 
Antique  Jewelry 
BERNICE  FRIED 
Jewelry,  Art  Nouveau. 
Art  Deco 
THE  RARE  EARTH 
Antiques  &  Jewelry 
MARCUS  GRINBLATT 
Diamonds  &  Jewelry 
PLAZA  JEWELRY  LTD 
Antique  Jewelry  Reproduction 


SILVER 

THE  DISCERNING  I 
Silver,  Collectibles 
KEYSTONE  SILVER  CO. 
Sterling  Silver 
LI  LI  E  KOMENT 
Fine  Silver,  Collectibles 


RUGS  &  CARPETS 

THE  GHIORDIAN  KNOT,  LTD. 
Rare  Carpets  &  Tapestries 
E.  &  J.  MAYERI  CORP. 
Persian  Antiquities 

REGENCY 


OBJECTS  D'ART 

DOUB'S  ANTIQUES 
Malachite,  Meissen 
&  Russian  works  of  art 
TREASURES  OF  SAMARKAND 
Russian  Enamel  B  Objets  dArt 
BLUM  ANTIQUES  B  JEWELRY 
Jewelry  &  Icons 
PALACE  GALLERY 
Sevres.  Royal  Vienna,  Rose  Medallion 

GALLERY  63  ANTIQUES 
European  Furniture,  Bronzes,  Porcelains 
MICHAEL  TROKEL 
French  &  Russian  objets  d  art 
PORCELAINS  &  COLLECTIBLES 
THE  DOWNSTAIRS  ATTIC,  INC. 
Antiques  &■  Glass 
NAMRESS  TRADING  CO. 
Porcelain,  Silver,  Antique  Collectibles 
BARBARA  JOYCE  KAYE 
Collector  Plates 
BETTY  KORN  ANTIQUES  &  JEWELRY 
Antiques,  Jewelry  &■  Paintings 
LES  BETH 
Ceramics,  Dishes,  Antiques 
CAROLE  MJANNES 
Furniture,  Antiques  &  Accessories 
JOAN  GROSS 
Miniatures,  Curiosities 
ALVIE  WHITEMAN 
Arts  &  Crafts 

AMERICANA 

BOSHA 
American  Indian,  Tramp  Art 
JILL  OF  STORY  HILL  ANTIQUES 
Americana 
LAURA  FISHER 
Americana 
JOSEPH  STAMPS 
Americana  £r  other  Collectibles 

ORIENTALIA 

C.  T.  WAN  &  CO. 
Oriental  Art  &  Antiques 
ASIAN  ANTIQUE  CENTER 

Oriental  Antiques 
LUCKY  ARTS  ENTERPRISES 
Chinese  Art 
TONYING  GALLERIES 
Chinese  Porcelains 
CONTINENTAL  ENTERPRISES 
Oriental  Furniture,  Screens 

ORIENT  TREASURES 
Orient  Antiques  &  Fine  Art 

AUCTION  GALLERY  Art  &  Antiques  Auction 


ENAMELS 

THE  DOROTHY  COMPANY 
French  &  Viennese  Enamels 

AFRICANA 

HEMINGWAY  AFRICAN  GALLERY 
African  Art,  Sculpture 

CLOCKS 

CLOCK  HUTT 
Antique  Clocks 
ARMS  &  NAUTICALS 

SOL'S  ANTIQUES  &  ARMS 
Antiques  &■  Arms 
HOWARD  ANTIQUES 
Porcelain  &  Military 
THE  PORT  OF  ST.  JAMES 
Nautical  Antiques 

INDIAN  WORKS 
OF  ART 

KAPOOR  CURIOS 
India,  Nepal  &  Tibet  Art,  Antiques 

BRONZES 

ROBERT  E.  MANN 
Bronzes  &  Porcelains 

PAINTINGS 

CLARA  LEDESMA 
Fine  Watercolours 
EUPHORIA  ANTIQUES 
Antiques  (t  Paintings 
XAYMACA  GALLERY 
Jamaican  Art 
SANDA'S  SHOP 
Old  master  paintings 

ART  DECO 

ROBERT  GINGOLD,  JR. 
Art  Deco,  Art  Glass 

MID-EASTERN  ANTIQUES 

FIL  CARAVAN,  INC. 
Middle  Eastern  Copperware 
ISAK'S  ANTIQUES 
Persian,  Near-Eastern  Antiquities 
MIHAIL  KRIHELI 
Art  &  Jewelry 
ANTIQUE  COLLECTIBLES  PLUS,  LTD 
Rare  Coins,  Antiques  &  Collectibles 

EXPERT  REPAIRS 

DAVID'S 
Jewelry,  Watch  (t  Repair 
KUN  DAO  KNIE 
Restoration 

Monthly 


1050  Second  Avenue  at  56th  Street,  New  York,  N.Y.  10022  •  (212)  355-4400 
Open  Daily  10:30  to  6:30,  Sun  12  to  6 
Free  Admission  •  Convenient  Parking 
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SHIRVAN  -  MID  XlXth  CENTURY 
150  x  125  cm. 

Persepolis 

SPECIALIST  FOR  FINE  ORIENTAL  CARPETS 
65  Rue  de  L'Ecuyer  -  1 000  Brussels 
T.  (02)  51  3.22.38 


MEYRICK  NEILSON  OF  TETBURY 

Gloucestershire  GL8  8DF         Tetbury  (0666)  52201 


Small  8-day  striking  Bracket  Clock 
by  Charles  Howse.  London,  c.  1 770. 
13i  in.  (33.6  cm.) 

ANTIQUE  CLOCKS  BOUGHT,  SOLD  AND  REPAIRED 


'Special  interest9  fours 

The  tours  featured  are  not  lightly  dubbed  "Special  Interest*;  each  of  them  has  in  it 
something  out  of  the  ordinary  or  'off  the  beaten  track'.  Even  the  most  experienced 
travellers  are  likely  to  find  something  new  to  them.  Groups  will  be  fairly  small  - 
the  keynote  will  be  informality. 

All  tours  will  be  accompanied  by  distinguished  guest-lecturers  well  qualified  in 
their  subject. 

Treasure  and  finally  Thessaloniki  and 
the  Eagles  Hotel  in  Chalkidiki  penin- 
sula from  where  Mount  Athos  can  be 
visited.  Lord  Wolfenden  is  the  guest- 
lecturer.  £325 
AUSTRIAN  BAROQUE 
19th-28th  June.  Visit  to  Salzburg  and 
Vienna  with  their  sumptuous  Baroque 
churches  and  palaces  but  also  to  many 
less  well-known  places  in  Upper  and 
Lower  Austria  such  as  Mondsee, 
Kremsmunster.  Maria  Taferl  beloved 
by  pilgrims,  Melk  Monastery  over- 
looking the  Danube,  famous  monas- 
teries such  as  St.  Florian,  Zwettl. 
Gottweig.  3  nights  in  Krems  in  the 
Wachau.  Also  Eisenstadt  where  Haydn 
performed  in  the  Esterhazy  Palace. 

£325 

SANTIAGO  DE  COMPOSTELA 
AND  THE  PILGRIMS'  WAY 
1 2th- 1 9th  September.  Visit  Santiago  de 
Compostela,  popular  pilgrimage  town 
in  the  Middle  Ages  with  its  beautiful 
Cathedral  housing  the  Shrine  of  St. 
James.  Oviedo,  old  Asturian  capital: 
the  Sanctuaries  of  Mount  Naranco; 
Leon  (the  hotel  was  once  the  Monastery 
of  St.  Mark)  and  Monastery  of  San 
Miguel  de  Escalada,  best  preserved 
monument  of  Mozarabic  architecture 
and  many  other  sights.  £285 


BYZANTIUM  AND  CAPPADOCIA 
13th-23rd  April.  Visiting  Istanbul  and 
sights  rarely  shown;  Bursa,  early 
Ottoman  capital;  Antalya  and  the 
Mediterranean  coast  -  Side,  Perge. 
Aspendos,  Alanya  with  many  only 
recently  excavated  sites.  Konya  and  the 
Goreme  Valley  in  Cappadocia  with 
fabulous  rock  churches  and  under- 
ground cities.  Ankara  and  Hittite  ruins 
ofHattusa.  £375 
COLMAR  AND  STRASBOURG 
15th-22nd  April.  Ancient  villages, 
timber. 'd  houses,  storks,  food  for  gour- 
mets. Visit  to  famous  wine  cellars  with 
hospitality  offered.  Lovely  scenery  in 
the  Vosges  and  Black  Forest.  Sight- 
seeing includes  Grunewald  Altar  in 
Colmar,  Strasbourg  Cathedral  etc.  £305 
THE  VENETO 

llth-20th  May.  Fascinating  region 
between  Venice  and  Verona.  Visit  many 
private  villas  rarely  seen  by  the  public, 
such  as  Villa  Kunkler  where  Shelley 
and  Byron  lived  for  a  year.  Wonderful 
sights  in  Padova  and  Vicenza.  3  nights 
in  Asolo,  beloved  by  Browning. 
Eleanore  Duse  lived  here.  Freya  Stark 
has  a  silk  shop  in  town.  Walled  cities, 
vineyards,  art  treasures.  £355 
THRACE 

10th-19th  June.  Following  up  the  recent 
Exhibition  in  London.  Visiting  Rila 
Monastery,  Valley  of  Roses,  Veliko 
Turnovo  the  old  Bulgarian  capital,  the 
ancient  town  of  Nesebur  on  the  Black 
Sea,  Varna,  11th  century  Bachkova 
Monastery',    Plovdiv    with   its  Gold 


Also 

SYNAGOGUES  OF  ITALY 
llth-25th  September.         Ab^ut  £500 
PROVENCE  &  ROMAN  FRANCE 
lst-8th  October.  £310 


Write  for  'Special  Interest'  brochure  to: 
American  Express  Travel  Division.  9  Suffolk  Place.  London  SWI  Y  4BI. . 
01-839  7212  CAA  Atol  Licence  151AB 
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GALERIE 

DE  JONCKHEERE 


Copper  1 8  x  25  cm. 
Signed  and  dated  1 661 


Jan  Van  Kessel  (Antwerp  1626-1679) 


Copper  26  x  35  cm. 
DUTCH 


Jan  Van  Kessel  (Antwerp  1626-1679) 
&  FLEMISH  OLD  MASTERS  PAINTINGS 


Boulevard de  Waterloo  -  iooo  Bruxelles-T.:  ^12.9^.23 


COLOURED  CATALOGUE  SENT  ON  REQUEST 
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DELICATELY  SCULPTED  LATE  XXIth  CENTURY  CHINESE 
VASE.  HEIGHT  19  cm. 


FEI  LYN 


CHINESE  AND  FINE  ASIAN 
ART 


328  Avenue  Brugmann 
1180  Brussels 


ALBERT  AMOR  LTD. 

ENGLISH  &  CONTINENTAL  CERAMICS 
37  BURY  STREET,  ST.  JAMES'S,  LONDON,  SWi Y  6AU 

TELEPHONE:  01-930  2444   TELEGRAMS:  AMOK1FER  LONDON 

JAMES  GILES,  LONDON  DECORATOR,  1718-1780 

A  LOAN  EXHIBITION  OF  18th  CENTURY  PORCELAIN 
DECORATED  IN  THE  GILES  WORKSHOP. 

3rd- 1 8th  MARCH  1977,  Monday-Friday  10.30-5.30 
Illustrated  catalogue  £3.00,  postage  3op,  U.S.A.  $8. 50 
inc.  air  post 


A  Dr.  Wall  Worcester  sucrier  superbly  painted  with 
naturalistic  buds,  (iiles  workshop;  circa  1 770-75  Private  Collection, 


WANTED  TO  BUY 

BY  PRIVATE  COLLECTOR 

Oil  Paintings 

EXCEPTIONAL  Quality  19th  Century  Finely 
Detailed  European  or  American  GENRE  (Story- 
telling subjects,  etc.)  Elegant,  Figures,  Palace,  Ball- 
room, Eastern,  etc.  Scenes  ENGLISH,  FRENCH, 
ITALIAN,  SPANISH,  &  AMERICAN  Artists  such 
asD.  R1DGEWAY  KNIGHT.  ALMA-TADEMA, 
F.BEDA,  LANDINI,  BRUNERY,  CROEGART, 
LUDWIG  FISCHER,  LUDWIG  DEITCH, 
P.SALINAS,  DeBLASS  OR  SIMILAR. 
TOP  PRICES  PAID!  Airmail  Description,  Size, 
PHOTOS,  Price.  P.O.  Box  414273.  Normandy 
Branch,  Miami,  Florida  33141  (U.S.A.) 
Phone  (305)  868-7108  and  (305)  868-4361 
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PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dea'ers'  Association 


Hepplewhite  Period  Mahogany  Side  Table, 
Late  18th.  Century.     Width  40  inches 

6,  7  &  8  BORINGDON  VILLAS  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  337952 


Mayorcas  Ltd. 

Member  of  the  DADA  Ltd. 


A  FRENCH  Aubusson  Tapestry  Rug  (Tapis  de  Table')  of  the  Louis- 
Philhppe  period,  c.  1845:  the  large  central,  circular  medallion  has  a 
field  of  damaske  blue-green,  with  simulated  gilt-wood  and  floral 
patterns,  the  central  floral  motif  is  on  an  ivory-coloured  ground;  the 
outer,  corner  floral  patterns  are  on  a  crimson  damaske  ground. 
In  excellent  condition,  measuring  6'6"  x  6'8"  (1 ,98  x  2.03) 

38  Jermyn  Street  St.  James's 

London  S.W.i.       Telephone:  01-629  4195 


THE  CANADIAN  ANTIQUE 
DEALERS'  ASSOCIATION 
L'ASSOCIATION  DES 
ANTIQUAIRES  DU  CANADA 

Box  517.  Station  K. 
Toronto,  Ont.  M4P  2EO 


Fpndcc  en  [967  Founded 


The  Association  is  dedicated  to  safeguarding  the 

purchase  ot  antiques  in  Canada. 
The  sign  of  the  association's  golden  beaver  in  a 
shop  window  or  display  is  assurance  that  the-  dealer 
is  pledged  to  adhere  to  high  ethical  standards. 


1977  Canadian  Antique  Dealers'  Association 
8th  Annual  Fair,  St.  Lawrence  Market, 
92  Front  Street,  E.,  Toronto,  Ontario. 
Tuesday,  May  17th  -  8  p.m.  -  11  p.m. 

Wednesday,  May  18th. 
Thursday,  May  19th  -  11  a.m.  -  10  p.m. 


A  list  of  members  will  be  sent  on  request. 
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we  mod/  deat/dydt^ 


For  reservations  and  information  in  the  U.K.,  call 
London,  01-567-3444.  In  New  York,  call  212-838-8009. 


FIFTH  AVENUE  &  MM  STREET  NEW  YORK.  N  Y.  10021 

LTD 

Hotels 


1 


WHEN  IN  MONTREAL 

visit:  DOMINION  GALLERY 


T^e  Dominion  Gallery  with  Rodin's  "Burgher 

"Upright  Motive"  in  front  of  its  building 

SCULPTURES  BY: 

ARCHIPENKO 

♦'MATTHEWS 

**ARP 

♦♦MINGUZZI 

•BARELIER 

MIRKO 

♦♦BONET 

♦♦MOORE 

BOYD,  GUY 

♦♦NEGRI 

CESAR 

♦PAOLOZZI 

•COUTURIER 

♦♦RODIN 

"ETROG 

♦♦ROUSSIL 

♦FAZZINI 

♦♦SCHLEEH 

GARGALLO 

•SCHRECK 

♦GRECO 

SUZOR  COTE 

KENNEDY 

WERTHEIMER 

♦♦KUPER 

•♦WINANT 

♦MAILLOL,  A. 

AND  OTHERS 

MANZU 

MARINI 

LAVERY,  JOHN 

PAINTINGS  BY: 

LE  SIDANER 

ADRION 

LOISEAU,  G. 

BEZOMBES 

LUNY,  T. 

•BORDUAS,  P.  E. 

MARCHAND.  A. 

BOSCH,  H. 

MARLOW.  W. 

BRIANCHON 

MARTIN-FERRIERES 

DE  BREANSKI 

"♦MATHIEU 

BUNDY,  E. 

METZINGER 

CAMERON,  D.  Y. 

MOMPER,  F.  DE 

CAMPIGLI 

MORRICE,  J.  W. 

CARR, EMILY 

NETSCHER,  G. 

-CASSINARI 

NEUHUYS,  A. 

CAZIN,  J.  C. 

OS  JAN  VAN, 

CHAPELAIN-MIDI 

OSTERUND 

CULLEN,  M. 

•'OUDOT 

VAN  DONGEN 

PELA.AN.  A. 

DUFY 

PERCY,  S.  R. 

♦♦EDZARD 

RENARD, G. 

"EISENDIECK 

♦♦RIOPELLE,  J.  P. 

FEDERICO,  M. 

•♦ROBERTS,  G. 

FEININGER,  L. 

ROYBET,  F. 

FORTIN,  M.  A. 

SCHERREWITZ 

"GALL 

SUZOR-COTE,  A. 

HALS,  DIRK 

UNTERBERGER 

HEEM,  J.  D.  DE 

VERBOECK- 

VAN  HEEMSKERK.E. 

HOVEN,  L. 

VAN  HEEMSKERK.J. 

•♦VILALLONGA 

JACKSON,  A.  Y. 

WAROQUIER 

JURRES,  H.  H. 

WEILAND 

KRIEGHOFF,  C. 

ZADKINE 

KLIMT,  G. 

AND  400  OTHERS 

A.  Rodin 


H.  Moore 


CANADA'S  LARGEST  SELECTION  OF  FINE  PMU 
AND  SCULPTURES  IN  CANADA'S  LARGEST  1 
DEALER  GALLERY. 

1438  SHERBROOKE  WEST.  MONTREAL 
TEL:  (51 4 J  845-7471  and  845-7333 

CABLE  DOM  GALLERY,  MONTREAL 


GREAT  EUROPEAN  ARTISTS  OLD  MASlii 
19th  CENTURY  OVER  175  CANADIAN  ART 


•more  than  ten  works    'more  than  five  works 
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ERSTESNDRNBERGERKUNST  UNP  AUKTIONSHALIS 


D.  M.  KLINGER 

AUCTION  SALE 

March  11th  and  12th,  1977 

IMPORTANT  SILVER  -  ORIENTAL  -  AND  RUG  COLLECTION.  Furniture,  isth-i8th  cent.,  Fayence,  SCIENTIFIC  INSTRUMENTS,  PRINTS, 
Paintings  isth-20th  cent.:  Dirk  van  Bergen,  P.  v.  Beinmcl,  Antonio  del  Castillio,  Frans  van  Douven,  Jan  Horemans,  Abraham  Jansens,  G.  Kneller, 
Jan  Marc  Nattier  (attr.),  School  of  Boucher  de  Champagne,  Coninxloo,  Desportes,  Hogarth,  Lely,  Netscher,  Zucarelli. 

Leon  -  G.  Calves,  Jean  Dedina,  Camillc  Corot,  Carl  Kchr,  Sebastien  Pether,  P.  H.  Schoutcn,  Carl  Schreiber,  Schadow-Circle,  G.  Raupp,  Adolf  Seel, 
John  F.  Herring,  W.  Schuch  etc. 

OFFERS  ALWAYS  WELCOME,  FREE  PICKUP  OF  GOOD  MERCHANDISE  once  every  three  months  from  London  and  New  York.  Use  Germany's 
stable  economy  to  sell  your  works  of  art. 

ERSTES  NURNBERGER  KUNST-UND  AUKTIONSHAUS  D.  M.  KLINGER 

Miihlgasse  1 — 5  (W.Germany)  8500  Niirnberg,  Tel.  0911/227698,  Postfach  9342 


1 

1.  Temple  guardians,  China,  Ming  limestone.  H.  91  cm. 

2.  Oak  table  with  circular  folding  top  and  gate  leg, 
English  early  1 7th  cent.,  78  x  1 ,1 1  x  53  cm. 

3.  Astrolabe,  sig.  Johannes  Bos,  dat.  1 597.W.  1 0,2  cm. 

5.  Two  Cups,  Vermeil,  marks  Moskau  1 757  and  1 760, 
master  BA.  H.  33,  H.35cm. 

5 


4.  Oak  buffet  with  carved  panels,  English, 
early  1  7th  cent.,  1  21  x  1  29  x  48  cm. 


6.  Cup,  Vermeil,  first  half  1 7th  cent. 
Frankfurt.  Master  A.  H.  35  cm. 

7.  Cup,  Vermeil,  Heinrich  Mannlich 
(1 625-1  649).  Augsburg.  H.  23  cm 
Rosenberg  Nr.  611. 


8.  Cup,  Vermeil,  Augsburg, 
dat.  1 663.  H.  23  cm. 

9.  Nautilus-cup,  Vermeil, 
Niirnberg  1 7th  cent. 

H.  38  cm.  ex  Coll. 
Furthm  Mainzlit.: 
Katalog  der  historischen 
Ausstellung  Nurnberg 
1906  No.  326. 

1 0.  Silver  Cross, 
Russia,  1 9th  cent. 
Mounted  with 
27  diamonds, 
46  rubies, 
26  emeralds. 


On  view:  February  28th  to  March  9th,  1977.  Illustrated  catalogue  DM  20.-  (airmail).  Four  Fine  Art  Sales  a  year,  two  special  Sales  of  collectors'  rugs 
(spring  and  autumn).  AUCTION  SALE  VINTAGE  CARS  AND  MOTORCYCLES  on  July  6th,  1977,  at  the  same  time  as  the  NORISRING  RACE, 


cv3n  Invitation 

...to  spendsome  time  each 
month  among  the  r^stmost 
exquisite  tr&asurBs  gf the 
ancient  and  modern  world! 

"The  most  beautiful  magazine  printed  in  the 
English  language/'  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 
Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

60NNOISSEUR  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


THE  CONNOISSEUR 

P.O.  Box  10120.  Des  Moines.  Iowa  50340 

Yes!  Please  send  me  THE  CONNOISSEIR 

One  year  (12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

Two  years  (24  months)  for  $85.00 

(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed        Bill  me  


Name- 


please  prim 


Address- 


City- 


-State- 


-ZiP- 


THE  CONNOISSEUR.  $5.00  a  copy. 


WASH 


rhc  Eleventh  Annual 


Antiques  Fair 


NEW  CENTURY  HALL 

Corporation  Street,  Manchester 

Tuesday  -  Saturday 
MARCH  22nd  -  26th 

First  day  2.30  p.m.  -  9  p.m. 
Then  11  a.m.  -  9  p.m.  daily 


CLEANERS,  CONSERVATORS,  VALUERS 

OF 

Historic  Tapestries,  Aubussons,  Needleworks  Kelims  and 
Oriental  Rugs  for  three  generations. 

Fragile  immovable  pieces  attended  at  their 
location,  otherwise  transport  is  available 
from  Nth.  America,  U.K.  and  Europe  to  our 
London  workshops. 

Behar  Prof  ex 

International  textile  conser- 
vators and  cleaning 
consultants. 
The  Alban  Building 
St.  Albans  Place 
Upper  Street:  London  Ni  oNX 
Tel:  01-226  0144 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published  three  times 
a  year  at  £4.50  each 

From 

The  Circulation  Dept., 
The  National  Magazine  Co.,  Ltd., 
22  Armoury  Way,  London,  SW18  iHA 
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HER  ROYAL  HIGHNESS  PRINCESS  VICTORIA  1840-1901 


124T      "Trompe  l'oeil"    "Music  by  Candlelight"    Canvas  27  x  47  ins.    Signed,  dated  1881 

Victoria  Adelaide  Mary  Louise,  the  eldest  daughter  of  H .  M .  Queen  V  ictoria 
of  Great  Britain.  She  was  a  very  gifted  artist.  The  Queen  made  her  The 
Princess  Royal  of  G.B.  In  1885  she  married  Prince  Frederick  William  of 
Prussia,  later  the  Emperor  Frederick  II  Their  child  later  became  William 
II.  Victoria  had  a  great  and  wise  influence  on  her  husband  who  later  only 
reigned  March  June  1888. 

She  became  known  as  the  Empress  Frederick.  v\as  popular  in  G.B.  and 
Prussia. 

Provenance:-  Sir  Edward  Seymour,  Comptroller  to  Princess  Victoria. 
Telephone"  Iden  304  STD  079  78  304  ^rs'  ■'onn  Seymour  by  descent.  Painting  has  the  old  Maple's  depository 


OLD  HALL  GALLERY  LTD. 

IDEN.  RYE.  SUSSEX 

View        phone   hist    not  Sundays 


Hiroshige  1797-1858 


MARCH  I-26,  1977 


A  special  exhibition  of  selected  works  commemorating  the  tKoth 
anniversary  of  his  birth. 


Illustrated  catalogue  availcble,  $2.50 

Stuart 
Jackson 
Gallery 


Fine  Japanese  Prints 
119  Yorkville  Avenue- 
Toronto,  Ontario,  MsR  iC '4 
Canada. 


(416)  967-9166 


ANTIQUE  MAPS 

Comprehensive  world-wide  service  to  established  and  new 
collectors  and  buyers  of  rare  and  genuine  antique  maps, 
atlases,  plans,  sea  charts  and  other  topographical  items  of 
all  parts  of  the  world,  from  1450. 

Illustrated  personal  quotations  by  post 
Comprehensive  stock  over  wide  range  of  prices 
Guarantee  of  authenticity  wiih  every  item 
Free  advice  on  starting  a  collection 
Valuations 


Research  projects 
Reference  books 
Maps  for  the  interior  designer 
Expert  hand  colouring 
Framing 
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Friday,  March  18 

Important  English  Pictures 

The  Properties  of  Mrs.  John  Bail  ward.  Lord  Lambton,  J.  E.  Oxley,  Esq., 
John  Quilter,  Esq.,  The  Evelyn  Family  Trusts,  The  Executors  of  the  late 
Earl  of  Hardwicke,  The  Minto  Family  Trustees  and  others. 


i 


9 


George  Chinnery:  Portrait  of  John  Robert  Morrison 
and  his  father's  secretary,  Mr.  Thomas,  (?), 
19  in.  by  17.1  in.  (48.2  cm.  by  44.4  cm.). 


George  Chinnery:  Group  of  Chinese  eating  outside  the  Church  of  St.  Domingo,  Macao, 

1\  in.  by  9|  in.  (19  cm.  by  24.8  cm.). 


Friday,  March  18 


John  Smibert:  Portrait  of  Eleanor  Nightingale, 
signed  with  initials,  inscribed  and  dated  1727, 
49*  in.  by  39*  in.  (125.7  cm.  by  100.3  cm.). 


Ben  Marshall:  'Muly  Moloch',  with  portraits  of  Trotter,  Hardy  and  Thompson  to  the  left, 
signed  and  dated  1803,  40  in.  by  50  in.  (101.6  cm.  by  126.9  cm.). 

Catalogue  (9  illustrations,  including  4  in  colour)  £3.30  $5.80  post  paid. 


Friday,  March  25 

Important  Old  Master  Pictures 

The  Properties  of  Sir  Christopher  R.  J.  Beauchamp,  Bt.,  Baronne  Bentinck, 
J.  Van  Den  Bergh,  Esq.,  The  Lady  Elizabeth  Longman,  Her  late  Royal  Highness 
the  Princess  Royal,  The  Arundel  Cathedral  Restoration  Fund,  The  Cooper-Mullen 

English  Trust  and  others. 


*  mi 


Antonio  Canal,  II  Canaletto:  The  Molo,  Venice  from  the  Bacino, 
18  in.  by  30i  in.  (45.6  cm.  by  76.8  cm.). 


Antonio  Canal.  II  Canaletto:  The  Grand  Canal,  Venice  from  the  Campo 
San  Vio,  1 8  in.  by  3(H  in.  (45.6  cm.  by  76.8  cm.). 

Catalogue  (104  illustrations,  including  2  in  colour)  £3.30  $5.80 post  paid. 


Tuesday,  March  29 

Impressionist  and  Modern  Paintings,  Drawings  and  Sculpture 

The  Properties  of  Baroness  Spencer-Churchill  of  Chartwell,  G.B.E., 

and  others 


John  Singer  Sargent,  R.A.:  Mrs.  George  Gribble, 
signed,  painted  in  1888,  89  in.  by  46|  in.  (225  cm.  by  1 19  cm.). 

Sunday  Viewing:  Christie's  will  be  open  on  Sunday,  March  27  from  2  p.m.  to  5  p.m.  for  a  special  view  of  Impressionist 

and  Modern  Paintings,  Drawings  and  Sculpture. 


Tuesday,  March  29 


Tuesday,  March  29 


Paul  Cezanne:  Paysageavec  vue  sur  des  maisons,  watercolour  and  pencil, 
executed  c.  1881,  12J  in.  by  19 J  in.  (31  cm.  by  49.5  cm.). 

Catalogue  (76  plates,  including  44  in  colour)  £3.80  $6.50  post  paid. 


Christie's 


in  New  York 


At  502s  Park  Avenue 
Monday,  May  16  and  Tuesday,  May  17 

Important  Impressionist  Pictures,  Drawings 

and  Sculpture 


Camille  Pissarro:  Le  Boulevard  Montmartre,  temps  de  pluie  apres-midi; 
signed  and  dated  '97,  21  f  in.  by  26  in.  (52.5  cm.  by  66  cm.). 


Full  details  will  be  given  in  our  April  issue  of  the  sales  of  Impressionist  works  announced  above.  These  will  be 
followed  by  sales  of  Old  Master  Pictures,  Decorative  Arts  and  Jewellery. 

Christie's  standard  charge  to  the  seller  will  be  a  commission  of  10  per  cent  in  addition  to  the  10  per  cent 
premium  paid  by  the  buyer  as  part  of  the  purchase  price. 


Tuesday,  April  5 

Important  Old  Master  Drawings 


Sebastiano  del  Piombo:  A  prophet:  a  study  for  the  fresco  in  San  Pietro  in  Montorio,  Rome- 
black  chalk,  grey  and  brown  wash  heightened  with  white  on  blue  paper,  squared  in  red  chalk, 

12A  in.  by  9f  in.  (31 .8  cm.  by  25.1  cm.). 


Catalogue  (106  illustrations,  including  1  in  colour)  £3.30  $5.80  post  paid. 


Monday,  March  14 

Fine  Chinese  Export  Porcelain  and  Works  of  Art 

The  Properties  of  J.  van  den  Bergh,  Esq.,  Mrs.  Ana  Maria  Ferreira,  The  late 
Comte  Alberic  du  Chastel  de  la  Howarderie,  The  Trustees  of 
the  late  Sir  Thomas  Merton  and  others. 


Export  armorial  tureen  and  shallow  domed  cover, 
late  Ch'icn  Lung,  12  in.  (30.5  cm.)  wide. 
The  arms  are  those  of  Morgan  of  Connecticut. 


Pair  of  famille  rose  wall  plaques, 
Ch'ien  Lung,  191-  in.  (49  cm.)  high. 
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Important  Antiquities 

The  Properties  of  Colonel  Frederick  Beddington,  Sir  Francis  Dashwood  Bt. 

and  others. 


Egyptian  statue  of  Ser,  son  of  Ii,  c.  6th  century  B.C..  Dynasty  XXVI,  26  in.  (66  cm.)  high. 
From  the  Temple  of  Mut  in  Asher,  excavated  Benson  &  Gourlay  1895/97. 

Please  note  the  date  of  this  sale  is  March  16th  and  not  March  6th  as  shown  in  the  February  issue  of  Connoisseur. 

Catalogue  (38  plates,  including  5  in  colour)  £1.50,  $  2.80  post  paid. 


Thursday,  March  31  at  11  a.m.  and  2.30  p.m. 

Fine  French  and  Continental  Furniture,  Objects  of  Art, 
Tapestries,  Eastern  Rugs  and  Carpets. 

The  Properties  of  The  Viscount  Astor,  The  late  Earl  of  Hardwicke,  The  late 
Mrs.  U.M.G.  Leavett-Shenley,  The  late  Sir  Gordon  Vereker,  K.C.M.G.,  M.C., 

The  Evelyn  Family  Trusts  and  others. 


John  Evelyn's  cabinet,  Italian,  c.  1644.  48  in.  (122  cm.)  wide. 


Catalogue  (50  plates,  including  3  in  colour)  £1.80,  $3  post  paid. 


Lettice  Knollys,  Lady  Leicester,               Medieval  iconographical  gold  ring,  Sir  Henry  Trotter, 

by  Nicholas  Hilliard,                    with  hinged  triptych  bezel,  the  shank  by  John  Hoskins, 

If  in.  (4.4  cm.)  high.                      engraved  'Joye-Sans-Fyn',  English,  2  in.  (5.2  cm.)  high. 

1 5th  century,  J  in.  (1 .9  cm.)  wide  when  open. 


Russian  plique-a-jour  enamel  beaker,  Elizabethan  casting-bottle,  c.  1600, 

4£in.  (11.4  cm.)  high.  4  in.  (io.i  cm.)  high. 

Catalogue  (24  plates,  including  3  in  colour)  95 p,  $7.70  post  paid. 


Monday,  March  28 

Highly  Important  Early  Continental  Porcelain  Part  1 

The  Property  of  a  noted  European  Collector 


Selection  of  Meissen  Augustus  Rex  vases,  1722  to  1735. 


Sunday  Viewing:  Christie's  will  be  open  on  Sunday,  March  27,  from  2  p.m.  to  5  p.m.  for  a  special  view  of  Highly 

Important  Early  Continental  Porcelain. 


Two  early  Meissen  pear-shaped  jugs  Pair  of  Bottger  porcelain  two-handled 

with  cup  lips,  painted  by  J.  E.  Stadler.  vases  and  covers,  decorated  at 

9|  in.  (24  cm.)  and  9  in.  (23  cm.)  high.  Augsburg,  \2h  in.  (31.5  cm.)  high. 


Catalogue  (65  plates,  including  51  in  colour)  £10.50  $18  post  paid. 


Monday,  April  4 

Fine  Chinese  Jades  and  Snuff  bottles 

The  Properties  of  The  Lord  Cottesloe,  the  late  Dr.  Butterfield  and  others 


Mogul  translucent  very  pale  celadon 
jade  ewer  and  cover, 
1 8th  century,  7  in  ( 1 7.4  cm.)  high. 


Plain  white  jade  vase  with  scroll 
handle,  18th  century,  5|  in.  (14.9  cm.) 
high. 


Gilt-metal  mounted  spinach  green  jade  clock, 
24  in.  by  20|  in.  (60  cm.  by  52  cm. ). 

Catalogue  (20  plates,  including  3  in  colour)  £1  $1.80  post  paid. 
All  sales  subject  to  the  conditions  printed  in  the  catalogues. 
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An  early  Sheraton  period  mahogany  Pembroke 
table,  the  top  delicately  inlaid  with  swags 
and  classical  motifs  in  stained  and  coloured 
woods. 

English,  circa  1780 
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The  Valois  Dukes  of  Burgundy  13  63-1477 


William  Allan 


The  legend  of  the  four  Dukes  of  Burgundy  is  one 
of  the  most  compelling  and  romantic  in  Europ- 
ean history.  Their  very  names,  Philippe  le  Hardi,  Jean 
sans  Peur,  Philippe  le  Bon,  Charles  le  Temeraire,  are 
synonymous  with  the  Romance  and  Chivalry  of  the 
Middle  Ages.  Well  served  by  contemporary  chron- 
iclers, their  ambitions,  martial  deeds  and  princely 
state  have  attracted  the  attention  of  historians,  novel- 
la and  painters.  In  the  eighteenth  century  Urbain 
Plancher  and  Claude  Courtepee  published  the  first 
detailed  studies  of  the  Duchy,  in  1739  and  1775 
respectively,  and  in  the  nineteenth,  the  revival  of 
interest  in  the  Mediaeval  period  led  to  the  publication 
and  translation  of  many  French  and  Burgundian 
w  riters  of  the  period,  including  Philippe  de  Commynes 
Georges  Chastellain,  Jean  Froissart  and  Enguerrand  de 
Monstrelat.  Barante's  highly  imaginative  'Histoire  des 
Dues  de  Bourgogne'  appeared  in  1838,  and  by  the 
1 860s  the  Valois  Dukes  were  familiar  heroes  and 
villains  once  again.  The  concentration  of  interest  on 
Burgundian  sculpture  and  painting,  embracing  work 
done  in  the  Netherlands,  Flanders,  along  the  Rhine 
and  in  the  lands  of  the  old  Duchy  around  Dijon,  led 
to  a  vast  bibliography  on  the  subject,  involving  a 
massive  deployment  of  German,  Swiss,  French, 
Belgian  and  Dutch  scholarship.  Today,  it  is  generally 
admitted  that  the  Burgundian  lands,  in  the  fifteenth 
century  especially,  had  among  its  subjects  some  of  the 
most  brilliant  artists  of  the  era,  and  had  as  its  rulers 
some  of  the  most  lavish  patrons. 

The  saga  began  with  the  grant  of  the  Duchy  of 
Burgundy  by  King  Jean  le  Bon  of  France  to  his 
younger  son  Philip  in  13 63,  in  recognition  of  his 
courage  on  the  battlefield,  above  all  at  Poitiers  in  1356 
w  hen  he  saved  his  father's  life.  In  1369  the  new  Duke 
married  Margaret,  heiress  to  the  rich  lands  of  Flanders, 
of  which  he  gained  control  in  1384.  An  audacious  and 
subtle  diplomat,  Philip  took  advantage  of  distractions 
within  and  without  the  Holy  Roman  Empire  to 
extend  Burgundian  influence.  In  so  doing,  he  hoped  to 
create  a  powerful  rudder  for  the  drifting  kingdom  of 
France,  ruled  by  a  succession  of  feeble-minded 
monarchs.  But  the  Flemish  were  dependent  on  imports 
of  English  wool  for  their  cloth  trade,  and  friendship 
with  England  was  the  cornerstone  of  their  policy.  By 
the  time  of  Philip's  death  in  1404,  it  had  become  clear 
that  Burgundy  could  not  exist  as  an  instrument  of 
French  policy.  The  new  Duke,  Jean,  watched  the 


1.  Anonymous. 
Charles  le  Temeraire. 
Nationalbibliothck,  I  'ictma. 

growing  influence  of  his  cousin  Louis  of  Orleans,  and 
in  his  bitterness  and  suspicion  had  him  murdered. 
Thereafter  Bureundians  and  Orleanists  fought  each 
other  for  the  control  of  France;  in  1419  Jean  too  was 
hacked  to  death,  and  of  necessity  Burgundy  looked  to 
England  for  support.  The  gaping  hole  in  Duke  Jean's 
skull  was  de  trou  par  lequel  les  Anglais  passerent  en 
France";  but  Philip  the  Good  was  too  shrewd  .1  states- 
man to  bind  himself  fast  to  England,  and  he  made  his 
peace  with  France,  her  power  reviving  with  the  vic- 
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John  a,  the  Good 
King  of  France  (d.  1364) 


Charles  v 

King  of  France  (d.  1380) 


Charles  vi 

King  of  France  (d.  1422) 
Charles  VII 

King  of  France  (d.  [461) 
I 

Louis  xi 

King  of  France  (d.  1483) 
Charles  VIII 

King  of  France  (d.  1498) 


Louis  I 

Duke  of  AlljoU  (d.  1384) 
I 

Louis  II 

Duke  of  Anjou  (d.  14 17) 


Louis 

Duke  of  Orleans  (d.  1407) 
Charles 

Duke  of  Orleans  (d.  1465) 


Louis  xn 

King  of  France  (d.  1515) 


|ohn 

1  hike  of  Berry  (d.  1416) 


Philip  the  Bold  (d.  14041 

in.  Margaret  of  Flanders  (d.  1405) 


John  the  Fearless  (d.  1419) 

in.  Margaret  of  Bavaria  (d.  1423) 

Philip  theGood  (d.  1467) 
111.  Michelc  of  Valois  (d.  1422) 
111.  bonne  of  Artois  (d.  1425) 
111.  Isabel  of  Portugal  (d.  1471) 

Charles  the  Bold  (d.  1477 

m.  Catherine  of  Valois  (d.  1446) 
111.  Isabel  of  Bourbon  (d.  1465) 
in.  Margaret  of  York  (d.  1503) 

I' 

Mary  of  Burgundy  (d.  1482) 

111.  Maximilian  of  Habsburg  (d.  1519) 


Margaret  (d.  1441) 

ni.Williani  of  Bavaria  (d.  1417) 

I 

Jacqueline  of  Bavaria 
Countess  of  Holland  (d.  1436) 
in.  John,  Dauphin  of 

France  (d.  1417) 
111.  John,  Duke  of 

Brabant  (d.  1427) 
in.  Humphrey,  Duke  of 

Gloucester  (d.  1447) 
111.  Franz  van  Borselen  (d.  1472) 


Philip  the  Fair  (d.  1506) 
111.  Joan  the  Maid  (d.  1553) 


Charles  v 
Emperor  (d.  1558) 
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tories  ofjoan  of  Arc  and  the  policy  of  King  Charles  vn. 
By  1435  Philip  had  acquired  Brabant,  Limburg,  the 
Duchy  of  Luxemburg  and  the  counties  of  Hainaut, 
Holland  and  Zeeland,  Macon,  Auxerre  and  the  Somme 
fortress  towns.  Philip  hoped  to  recreate  the  ancient 
kingdom  of  Lotharingia,  a  kingdom  in  which  pros- 
perity and  the  arts  could  flourish  amidst  a  revival  of 
chivalry  and  learning.  He  was  by  all  accounts  a  very 
remarkable  man,  and  his  long  reign  of  forty-seven 
years  did  sec  an  astonishing  flowering  of  the  arts  and  a 
great  consolidation  of  Burgundian  power. 

Everything  was  lost  within  a  decade.  Charles  the 
Bold  (le  Temeraire)  w  as  a  superb  and  reckless  prince. 
During  his  reign  the  Burgundian  court  rivalled  the 
great  city-states  of  Italy  in  its  magnificence,  unres- 
trained and  inventive.  As  the  articles  in  this  issue  show, 
Charles  came  into  the  richest  artistic  heritage  in 
northern  Europe.  But  unlike  his  great-grandtather,  he 
did  not  think  of  himself  as  a  French  Prince;  he  turned 
his  considerable  resources  against  France,  and  against 
the  Holy  Roman  Empire.  He  took  on  all  comers  in  his 
irrational  bid  for  power.  His  apogee  came  in  1473, 
when  he  met  the  Emperor  Frederick  in  at  Trier  in  the 
expectation  of  being  given  a  Royal  Crown.  Unlike  his 
predecessor,  Frederick  was  patient  and  devious,  and 
perhaps  better  understood  the  unreal  nature  of  his 
pow  er.  Not  only  had  he  reunited  the  Hapsburg  lands 
in  Germany,  but  he  succeeded  in  betrothing  his  heir 
Maximilian  to  Charles's  only  daughter  Mary.  He  did 
this  without  offering  Charles  the  coveted  crown. 
Charles  turned  once  more  against  the  French,  invading 
Lorraine  in  1475.  The  following  year  he  tried  to 
further  his  ambitions  on  the  Upper  Rhine  by  waging 
war  on  the  Swiss.  It  was  his  undoing;  he  was  defeated 
twice,  at  Grandson  where  he  lost  his  vast  baggage,  and 
at  Morat  or  Murten  where  he  lost  his  army.  Six 
months  later  he  appeared  again  before  the  walls  of 
Nancy  in  Lorraine,  and  on  5  January  1477  he  was 
defeated  and  killed.  The  Duchy  of  Burgundy  as  an 
independent  force  was  extinguished  at  once;  Louis  xi 
of  France  occupied  the  old  lands  around  Dijon,  and 
Maximilian  of  Hapsburg  married  Charles'  orphan 
Mary.  A  year  later  a  son  was  born,  whose  son  in  turn 
w  as  to  become  the  Emperor  Charles  v,  uniting  under 
one  hand  the  vast  lands  of  the  Empire,  Spain  and 
Burgundy^;  this  massive  shift  in  the  balance  of  power 
became  the  cause  or  pretext  for  three  centuries  of 
political  and  military  struggle. 

In  terms  of  political  history,  the  story  of  the  Valois 
Dukes  is  sufficiently  clear-cut.  But  its  artistic  achieve- 
ment is,  as  this  issue,  demonstrates,  less  easy  to  define. 
During  the  late  fourteenth  century,  Philip  the  Bold's 
marriage  enabled  him  to  gain  access  to  a  large  concen- 
tration of  wealth,  which  in  turn  allowed  him  to 
embark  on  his  grandiose  plans  for  monuments  and 
buildings  in  his  capital,  Dijon.  In  order  to  bring  to- 
gether the  talent  and  imagination  needed  for  his  pro- 
jects, he  had  to  look  to  the  Low  Countries.  After  his 


The  Valois  Dukes  of  Burgundy  1363-1477 


death,  civil  strife  and  economic  decline  deprived  his 
successor  of  the  opportunity  of  making  a  comparable 
impact,  and  it  was  left  to  Philip  the  Good  to  bring 
about  the  astonishing  flowering  in  the  arts  which  we 
associate  with  Valois  Burgundy.  Even  so,  it  is  artistic- 
ally inaccurate,  if  historically  pcrmissable,  to  talk  of 
"Burgundian  art".  This  phrase  came  into  common  use 
less  than  a  hundred  years  ago,  after  a  calculatedly 
provocative  series  of  lectures  given  by  the  eminent 
French  historian  Louis  Courajad.  It  was  his  contention 
that  the  Flemish  interpretation  of  contemporary 
French  art  was  so  imaginative  and  individual  as  to 
warrant  a  quite  separate  description.  He  believed  that 
the  intimacy,  the  intensely  personal  style  of  the 
Burgundian  artists  removed  them  from  the  main 
current  of  French  art,  and  the  developing  freedom  and 
naturalness  of  art  in  Flanders.  This  view  was  challenged 
at  once,  and  historians  from  all  the  countries  whose 
lands  once  formed  a  part  of  Burgundy  have  debated 
the  issue  more  or  less  genially  ever  since. 
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The  importation  of  Netherlandish  carvers  into  the  Duchy  of  Burgundy  by  Philip  the  Bold 
in  the  closing  years  of  the  fourteenth  century  transformed  sculpture  there.  Within  a 
generation,  Burgundy,  which  had  been  an  artistic  backwater  since  the  twelfth  century, 
stood  in  the  forefront  of  European  sculptural  developments,  and  gave  birth  to  the 
leading  French  school  of  the  fifteenth  century. 


Throughout  most  of  the  fourteenth  century, 
Burgundy  was  not  a  highly  creative  centre  of 
sculpture.1  In  the  last  years  of  the  eleventh  and  early 
twelfth  centuries  it  had  given  rise  to  one  of  the  most 
important  of  the  French  schools  of  Romanesque 
sculpture,  producing  such  masterpieces  as  the  capitals 
and  portal  carvings  of  Cluny,  Autun  and  Vezclay. 
From  the  middle  years  of  the  twelfth  century  this 
local  style  went  out  of  favour  through  the  diffusion  in 
the  area  of  the  new  Gothic  styles  of  the  Ile-dc-France. 
A  sign  of  the  change  was  the  commissioning  around 
1 150  of  the  west  portals  of  St.  Bcnignc  at  Dijon  from 
North  French  sculptors  connected  with  Chartrcs  and 
St.  Denis.  In  the  following  century  this  trend  accele- 
rated; such  major  sculpture  as  was  still  carved  in 
Burgundy  owed  nothing  to  indigenous  traditions. 
For  example,  the  west  portal  of  Notrc-Dame,  Dijon 
(c.  1230),  appears  to  have  been  carved  by  sculptors  who 
had  worked  on  the  Chartrcs  transept  doorways.  From 
the  1240s  the  dominant  influence  within  the  Duchy 
came  from  Rhcims,  as  is  shown  by  the  portals  of 
Auxerre  Cathedral,  St.-'I  hibault-en-Auxois  and 
Scmur-cn-Auxois,  and  the  statues  on  the  facade  of 
Vezclay.2 

By  c.  1300,  most  of  the  large-scale  ensembles  in 
Burgundy  had  been  finished,  and  there  was  no  longer 
the  demand  for  elaborate  portal  programmes.  The 
vast  majority  of  the  sculptures  executed  in  the  four- 
teenth century  consisted  of  tombs  and  mobilier  such  as 
devotional  statues  and  retables.  Of  these,  the  statues 
have  survived  in  by  far  the  greatest  number,  almost 
ill  representations  ol  tin  Virgin  and  Child.  However, 
it  is  the  two  sets  of  wooden  polychromed  and  gilded 
panels  at  St.-Thibault-cn-Auxois  (Cote-d'Or)  which 
provide  one  of  the  high  points  of  the  period.  They  arc 
carved  with  scenes  from  the  life  of  the  patron  saint 
whose  relics  were  in  the  church  (No.  1).  One,  with 
the  Crucifixion  in  the  centre,  is  the  retable  proper; 
the  other  forms  the  altar  frontal.  They  are  not  identical 
in  style,  but  their  figures  show  the  same  suppleness  of 
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pose  and  elegant  proportions  characteristic  of  the  best 
French  sculpture  of  the  period.  They  probably  date 
from  c.  1 320-1 3 30. 3 

Monsieur  Quarre  is  of  the  opinion  that  the  funeral 
procession  relief  on  the  tomb  of  Hughes  de  Thil  in 
this  church  is  by  the  sculptor  of  the  frontal,4  but  there 
are  no  other  comparable  works  known  in  Burgundy, 
and  their  stylistic  affiliations  appear  to  lie  rather  in 
Champagne.  Many  of  the  free-standing  Virgin  and 
Child  statues  similarly  reflect  outside  models  and 
influences,  not  only  from  Champagne,  but  also  from 
Paris  and  the  Ilc-de-France.  So  much  so,  indeed,  that 
Burgundy  produced  in  the  first  half  of  the  fourteenth 
century  no  sculpture  of  a  fixed  regional  character.5 
Most  of  the  statues  are  of  poor  quality,  with  exag- 
gerated poses  and  facial  expressions  almost  parodying 
their  elegant  and  refined  prototypes,  although  not 
without  a  certain  rustic  charm.  There  are  a  few  figures 
which  rise  above  the  general  level,  such  as  the  Virgin 
and  Child  at  the  Cistercian  Abbey  of  Fontenay  (Cote- 
d'Or),  which  dates  from  c.  1 300  (No.  2). 6  It  is  a  carving 
of  outstanding  balance  and  harmony,  with  slender  pro- 
portions and  elegant  swaying  posture.  Perhaps  its  most 
attractive  feature  is  the  manner  in  which  the  Virgin 
regards  her  son  with  a  tender  and  joyful  expression,  J 
which  He  fully  reciprocates. 

Only  one  important  'school'  has  so  far  been  recog-i 
nised.  The  church  of  Mussy-sur-Scine  (Aube)  contains 
a  number  of  sculptures,  including  a  Deposition  from 
the  Cross  group,  two  Virgins  and  the  tomb  of  the 
church's  founder,  Guillaume  de  Mussy  (died  1306) 
and  his  wife,  which  arc  by  the  same  workshop.7  Thc.i 
Virgins  have  certain  traits  which  arc  found  on  a  nuni-ji 
her  of  statues  in  the  region,  including  a  large  Saint 
John  the  Baptist  at  Rouvres-en-Plaine  (Cote-d'Or):' 
(No.  3).  One  of  the  distinguishing  features  is  the  treat- 
ment of  his  camel  hair  robe,  which  has  a  pattern 
normally  used  for  the  hair  of  the  Child  Jesus  on  the 
Virgin  and  Child  statues  of  this  group.  The  elongated,, 
head,  long  nose  and  intense  expression  are  also  typical 


I.  Altar  frontal  and  rotable 
St.-Thibault-en-Auxois, 
c.  1320-1330. 


2.  Virgin  and  Child 
Fontenay  Abbey, 
c.  1300. 


of  the  products  of  the  atelier. 

Mussy-sur-Seine  is  situated  just  beyond  the  then 
north  boundaries  of  the  Duchy,  and  the  workshop  can- 
not be  seen  purely  as  a  Burgundian  phenomenon.  Its 
products  can  also  be  found  within  Champagne,  and  it 
has  been  suggested  that  its  influence  spread  into 
Lorraine  and  was  felt  as  far  away  as  the  Rhineland  and 
the  Midi.8 

Leaving  aside  the  works  of  this  'Burgondo-Champc- 
nois'  atelier  and  the  few  other  pieces  of  merit,  it  is  clear 
that  Burgundy  was  artistically  a  provincial  backwater 
during  almost  the  entire  fourteenth  century.  But  by 
c.  1390-1400  it  stood  in  the  forefront  of  European 
sculptural  developments,  and  gave  birth  to  the  leading 
French  school  of  the  fifteenth  century.  This  transfor- 
mation came  about  through  a  combination  of  dynastic 
changes  and  political  events. 

In  1 363,  two  years  after  the  death  of  the  last  Capetian 
duke,  King  John  11  formally  invested  his  fourth  son, 
Philip  the  Bold,  with  the  fief  of  Burgundy.  On  the 
death  in  1384  of  his  father-in-law,  Louis  of  Male. 
Count  of  Flanders,  Philip  was  able  to  add  to  his  Duchy 
the  Counties  of  Burgundy  (Franche  Comtc),  Nevcrs, 
Rethel,  Flanders  and  Artois.  Philip's  successors,  John 
the  Fearless  (1404-1419)  and  Philip  the  Good  (1419— 
1467),  embarked  on  an  expansionist  policy  with  such 
success  that  under  Charles  the  Bold  (1 467-1 477)  the 
ancient  Carolingian  middle  kingdom  of  Lotharingaria, 
stretching  from  the  Low  Countries  to  Burgundy  and 
straddling  the  frontier  between  the  Holy  Roman  Empire 
and  France,  was  re-created.  These  dukes  ruled  over  some 
of  the  richest  territories  and  cities  in  Europe,  and  their 
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3.  Saint  John  the  Baptist, 
Rouvres-cn-Plaine, 
c.  1310. 


Sculpture  in  the  Duchy  and  County  of  Burgundy,  c.  1 300-1 500 


4.  Claus  Sluter. 
The  Champmol 
chapel  portal, 
Dijon,  1386-1401. 

Right. 

5.  Saint  John  the 
Baptist,  and  Philip  th 
Bold,  from  the 
Champmol  portal. 


courts  and  patronage  were  of  commensurate  stature. 

Even  before  he  inherited  the  five  counties  Philip  the 
Bold  decided  to  build  a  suitable  mausoleum  for  himself 
and  his  family.  In  1383  the  foundation  stone  of  the 
Charterhouse  ot  the  Champmol,  just  outside  Dijon, 
was  laid,  and  work  continued  into  the  first  decade  of 
the  fifteenth  century.9  Although  the  monastery  be- 
longed to  the  most  rigorous  and  austere  ot  all  religious 
orders,  it  was  constructed  and  lavishly  decorated  by  the 
finest  artists.  That  these  were  not  local  is  confirmation 
of  the  poor  reputation  enjoyed  by  Burgundian  sculp- 
ture at  the  time.  At  first  Duke  Philip  turned  to  men 
who  had  been  employed  in  the  royal  workshops  by  his 
brother.  King  Charles  v,  such  as  his  architect,  Drouet 
de  Dammartin,  and  his  chief  sculptor,  Jean  de  Marville. 
Soon,  however,  it  was  to  his  new  domain  ot  Flanders 
that  the  Duke  looked  for  his  craftsmen:  men  like 
Jacques  de  Bacrzc,  who  carved  two  wooden  altar- 
pieces  placed  in  the  Champmol  in  1 399  (now  in  Dijon, 
Musee  des  Beaux- Arts).  But  the  most  important  was 
Claus  Sluter. 10 

Much  controversy  surrounds  Salter's  origins  and 
the  sources  of  his  style. 1 1  What  is  indisputable  is  that 
he  came  from  Haarlem  (Holland)  and  in  13  79-1 3  80 
was  a  member  ot  the  Brussels  guild  of  stone-carvers. 
He  became  de  Marville's  second  assistant  in  1385. 
Four  years  later,  on  de  Marville's  death,  he  was  ap- 
pointed ducal  ouvrier  d'imaigerie,  a  post  he  held  until 
his  own  demise  in  the  autumn  or  winter  of  1405/6. 

The  major  surviving  works  executed  by  Sluter  and 
the  ducal  atelier  are  the  Champmol  chapel  portal,  the 
fountain  in  the  great  cloister  of  the  Champmol,  and 
the  mourners  on  the  tomb  of  Duke  Philip  and  Mar- 
garet of  Flanders  now  in  the  Musee  des  Beaux-Arts, 
Dijon.  Although  the  portal  had  been  begun  in  1386  and 
de  Marville  had  worked  on  it,  as  it  exists  today  it  is 
essentially  the  creation  of  Sluter  (Nos.  4-6). 12  In  terms 
ot  architectural  sculpture  his  achievement  is  revolu- 
tionary. The  figures  of  Duke  Philip  and  Duchess 
Margaret  with  their  patron  saints  are  projected  for- 
ward into  space  by  the  heavy  corbels  carved  with 
prophets,  and  are  largely  independent  ot  the  structural 
lines  ot  the  doorway.  This  is  particularly  true  ot  the 
Duke  and  Duchess,  for  by  showing  them  kneeling, 
Sluter  creates  a  blank  space  between  their  heads  and  the 
canopies  (the  latter  are  the  one  unifying  element  in  the 
composition).  Far  trom  the  figures  being  subordinated 
to  the  architectural  framework,  as  had  been  traditional 
in  portal  sculpture  and  as  the  doorway  had  originally 
been  designed  by  de  Dammartin  and  de  Marville,  it 
has  become  the  stage  setting  for  a  tableau  vivant,  an 
illusion  which  must  have  been  enhanced  by  the 
original  naturalistic  colouring  of  the  figures. 

No  less  remarkable  is  the  figure  style,  which  is 
pervaded  by  a  new  sense  of  realism.  In  the  represent- 
ations of  the  Duke  and  Duchess  we  no  longer  have  the 
standard  idealised  ex  voto  images,  but  actual  portraits. 
The  Virgin  on  the  trumeau  and  the  saints  show  a 
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greater  emphasis  on  texture,  with  the  drapery  carved 
out  in  such  deep  and  varied  folds  that  the  eye  becomes 
lost  in  them  and  it  is  difficult  to  trace  the  outline  ot  the 
figure,  let  alone  define  the  forms  of  the  body  under- 
neath. Sluter  here  creates  a  world  of  monumentality 
and  realism  tar  removed  from  the  sinuous  and  calli- 
graphic world  of  the  Fontenay  Virgin  and.  indeed, 
from  the  graceful  smiling  Virgins  produced  by  his 
contemporaries  in  Germany  and  Austria. 


Left. 

6.  Virgin  and  Child, 

I  mm  the  Champmol 
portal. 

7.  Virgin  and  Child, 
Bussy-la-Pesle, 
fifteenth  century. 


T57 
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The  Champmol  fountain,  usually  known  as  the 
Puits  de  Moise,  was  erected  betw  een  [395  and  c.  1404 
(No.  8). 13  It  is  an  immensely  powerful  and  moving 
composition.  Standing  over  ten  feet  in  height,  the 
base  is  surrounded  by  six  prophets,  with  the  same 
numbers  of  angels  above,  ami  supports  a  platform  on 
which  was  a  Crucifixion,  tragically  destroyed.  The 
prophets  arc  perhaps  Sinter's  finest  creations,  with  the 
deeply  undercut  and  abundant  draperies  of  the  bulky 
figures  providing  a  splendid  chiaroscuro  effect.  Each 
prophet  is  treated  individually,  in  dress,  pose  and  facial 
type.  The  latter  reveals  Sinter's  particular  talent  for 
portraying  old  men.  But  more  than  reproducing  phy- 
sical features,  he  shows  his  supreme  ability  to  capture 
deep  emotions  in  stone.  Isaiah  looks  down  with  a 
brooding  expression  (No.  10),  the  majestic  figure  of 
Moses  gazes  into  space  as  if  picturing  the  death  of  Our 
Lord,  shown  above,  and  foretold  on  the  texts  held  by 
him  and  his  companions.  Most  moving  of  all  is  the 
torso  and  head  of  Christ  from  this  Crucifixion  (No.  9). 
Here  Sinter  has  succeeded  in  conveying  the  impression 
both  of  the  peace  brought  by  death  and  the  appalling 
suffering  which  has  caused  it.  This  grave  and  deeply 
spiritual  work  was  perfectly  attuned  to  the  contem- 
plative and  ascetic  way  of  life  of  those  occupying  the 
cells  in  the  cloister  around  it. 

Equally  sombre  is  Duke  Philip's  tomb  (Nos.  14  and 
is).  Although  it  had  been  started  by  dc  Marvillc  in 
1383  and  most  of  the  figural  carving  must  have  been 
done  by  Sinter's  nephew  Claus  de  Werve,  who  finish- 
ed it  in  1 410,  the  revolutionary  design  of  the  base  bears 
the  unmistakable  imprint  of  the  master. 14  Around  it 
is  a  procession  of  free-standing  mourners,  expressing 
their  deep  sense  of  loss  at  the  Duke's  death  in  a  w  ide 
variety  of  gestures  and  poses.  The  idea  of  placing 
mourners  on  the  base  of  a  tomb  was  not  new,  but 
previously  the  figures  had  been  confined  within  a 
framework  of  niches.15  As  with  the  Champmol 
portal,  Sluter  has  freed  them  from  architectural  con- 
straint, and  they  wind  their  way  in  and  out  of  the 
open  arcades,  imitating  the  processions  at  the  lavish 
funerals  of  the  Burgundian  dukes  and  other  personages 
of  exalted  rank  in  the  late  Middle  Ages. 

Sluter's  influence  on  European  art  was  immense, 
not  least  in  the  formation  of  the  early  Flemish  school 
of  painting.  In  the  Duchy  and  County  of  Burgundy  he 
gave  rise  to  a  school  of  sculpture  the  achievements  of 
which  are  comparable  with  those  of  its  twelfth-century 
predecessor  and  which  was  to  survive  the  dissolution 
of  the  Burgundian  empire  after  the  death  of  Charles 
the  Bold.16  The  conditions  were  particularly  favour- 
able for  the  emergence  of  such  a  school.  Present  in 
Dijon  was  a  sculptor  of  genius,  w  ho  had  men  in  his 
workshop  capable  of  carrying  on  his  tradition  (espe- 
cially his  nephew  Claus  de  Werve,  died  1439). 17 
Moreover,  if  ducal  patronage  of  sculpture  within 
Burgundy  declined  after  Philip  the  Bold's  death,  there 
were  important  commissions  to  be  had  from  the  many 
officials  in  the  Duchy  and  County,  as  well  as  from  the 
clergy  and  rich  bourgeoisie. 


Far  left. 

8.  Claus  Sluter. 
Base  1  >t  the 
l'tiiis  dc  Moise. 


9.  Claus  Sluter. 
Christ  from  the 
Putts  dc  Moise, 
Champmol 
Charterhouse, 
1395-f.  1404. 
Musce  Archeologique, 
Dijon. 

10.  Claus  Sluter. 
Head  of  Isaiah  from 
the  Putts  dc  Moise. 


i  1 .  Saint  Paul  from 
Poligny,  c.  1420-1430. 
Metropolitan  Museum 
of  Art,  New  York ; 
Harkness  Fund,  1922. 
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12.  Jean  Michel 
and  Georges  de  la 

SONNETTE. 

Entombment, 
Hospital  of 
Notre-Dame  des  m. 
Fontenilles,  Tonnerre, 
completed  1454. 


Far  left. 

13.  Jean  de  la 
Huerta. 

Mourners  from  the 
tomb  of  John  the 
Fearless,  1443-1470. 
Mi/sir  des  Beaux- Arts, 
Dijon. 

14.  Mourners  from 
the  tomb  of 
Philip  the  Bold. 


15.  Claus  Sluter 
and  Claus  de  Werve. 
Mourners  on  the  tomb 
of  Philip  the  Bold, 
1404-1410. 
Musee  des 
Beaux- Arts,  Dijon. 
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The  works  of  Slutcr  discussed  above  provided  many 
of  the  models  for  this  school;  just  one  example  is  the 
copy  of  the  Champmol  portal  Virgin  at  Bussy-la- 
Pcslc  (Cotc-d'Or)  (No.  7).  In  a  number  of  cases 
certain  identical  figures  and  groups  which  recur 
frequently  in  Burgundy  appear  to  be  based  on  lost 
Sluterian  prototypes. 1  s 

Sluter's  sculpture  also  set  the  stylistic  pattern, 
particularly  in  the  first  half  of  the  fifteenth  century. 
Some  of  the  most  impressive  works  from  this  period 
are  found  in  and  around  Poligny  (Jura)  in  Franehe 
Comte.  The  head  of  the  Saint  Paul  from  the  Domini- 
can church  at  Poligny  (No.  11)  with  its  furrowed 
brow  and  grave,  pensive  expression  is  closely  related 
to  the  prophets  of  the  Puits  de  Moise,  especially  Isaiah. 
The  drapery  is  equally  inspired  by  Sluter,  but  the 
heavy,  massive  garments  reveal  how  his  figure  style 
was  exaggerated  by  the  following  generation.  The 
same  mannerism  is  apparent  in  the  Entombment 
at  the  Hospital  of  Notre-Dame  des  Fontenilles  at 
Tonnerre  (Yonne)  (No.  12).  It  was  commissioned  from 
the  sculptors  [ean  Michel  and  Georges  dc  la  Sonncttc 
by  Lancelot  de  Buronfosse,  a  merchant,  and  was 
completed  by  April  1454.'''  It  is  the  earliest  and  best 
of  a  series  of  Burgundian  Entombments  which  had 
considerable  influence  beyond  the  Duchy.  The  figures 
of  Nicodcmus  and  Joseph,  larger  than  the  rest,  retain 
much  of  the  monumentality  of  the  Champmol 
prophets,  and  the  mantles  pulled  low  over  the  heads 
of  two  of  the  Marys  reflect  the  mourners  on  Philip 
the  Bold's  tomb,  and,  probably,  a  lost  Picta  by  Sluter.2" 
The  faces  have  the  solemnity  demanded  by  the  event, 
but  in  their  lack  of  any  real  emotion  they  reveal  the 
gap  between  the  achievements  of  Sluter  and  the  work 
of  his  successors.  The  Tonnerre  heads  are  related  to 
that  of  the  Virgin  at  Rouvrcs-en-Plaine  (No.  16). 
This  is  set  on  a  rctable  between  Saints  John  the  Baptist 
and  John  the  Evangelist,  an  arrangement  probably 
based  on  a  group  in  the  ducal  oratory  in  the  Champ- 
mol. The  Rouvrcs  figures  date  between  1445  and  1448, 
and  decorate  a  chapel  founded  by  Philippe  de  Machc- 
foing,  keeper  of  the  ducal  jewels  and  mayor  of  Dijon.21 
With  its  complicated  and  deep  folds  the  Virgin 
retains  something  of  Sluter's  sense  of  volume,  but  in 
its  swaying  posture  it  shows  a  return  to  older  French 
canons  of  taste,  a  trend  which  became  increasingly 
marked  as  the  century  wore  on. 

The  Rouvres  group  has  been  attributed  to  the 
Aragonese  sculptor,  Jean  de  la  Hucrta  (in  Burgundy 
1443-1462),  but  his  only  certain  work  is  the  tomb  of 
Duke  John  the  Fearless  (No.  T3).  This  is  a  replica  of 
Philip  the  Bold's  tomb,  with  the  gestures  and  poses  of 
the  procession  of  mourners  copying  exactly  those  on 
the  earlier  monument.  Some  of  the  mourners  arc  the 
work  of  de  la  Huerta,  others  were  executed  by 
Antoine  lc  Moiturier,  a  sculptor  from  Avignon,  who 
completed  the  tomb  in  1 466-1 470.22  A  later  variant  on 
the  mourners  theme,  the  tomb  of  Philippe  Pot  (died 


1493),  Grand  Seneschal  of  Burgundy,  has  also  been 
considered  by  some  scholars  to  be  the  work  of  le 
Moiturier.  Now  in  the  Louvre,  it  was  originallv 
erected  in  his  chapel  at  Citeaux  Abbey  (Cotc-d'Or), 
probably  soon  after  1480  (No.  17).23  The  mourning 
monks  have  the  old  motif  of  cowls  pulled  low  over 
their  faces,  but  instead  of  threading  their  way  through 
an  architectural  arcade,  they  now  carry  the  slab  on 
which  Pot's  effigy  lies.  The  monument  is  thus  a  re- 
enactment  in  stone  of  Pot's  obsequies,  and  its  sombre 
realism  is  accentuated  by  its  polychrome. 

Pot's  tomb  is  a  fitting  climax  to  the  series  of  Bur- 
gundian  and  Burgundian-inspircd  sepulchral  monu- 
ments. Very  different  are  the  devotional  statues  which 
dominated  sculpture  production  in  the  second  half 
of  the  century.  In  these  the  realism  and  monumentality 
of  Sluter  and  his  successors  arc  replaced  by  a  more 


16.  Virgin  and  Child, 

Rouvres-en-Plaine, 

1445-1448. 
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•  mci  restrained  style.  Recent  exhibitions  have 
ught  together  several  distinct  groups  around  the 
personalities  of  de  la  Huerta  and  le  Moiturier.24  They 
all  have  in  common  a  charming  elegance.  There  are 
sjill  traces  of  the  old  Sluterian  models,  particularly 
in  the  faces  ot  old  men,  such  as  the  Saint  Anthony 
statues  at  Lamargclle  and  Manlay  (Cotc-d'Or),25  but 
they  become  fewer  and  fewer.  Figures  are  more 
slender,  drapery  folds  tend  to  become  linear,  with 
none  or  Sluter's  depth  and  variety.  The  oval  faces  are 
bland,  sometimes  almost  wistful.  A  statuette  represen- 
tative of  the  new  fashion  is  the  Saint  Catherine  at 
Savoisy  (Cotc-d'Or)  (No.  19). 26  Its  pouting  mouth, 
accentuated  lower  eyelids  and  curly  waist-length 
hair  with  smaller  twists  are  traits  which  distinguish  a 
particular  group.  This  figure  and  a  companion  Virgin 
and  Child  were  given  to  Savoisy  by  Guillaume  Rolin 
and  his  wife  between  1441  and  1488.  He  was  the 
Chamberlain  of  Charles  the  Bold  and  son  of  the 
brilliant  and  unscrupulous  Nicolas  Rolin,  Chancellor 
to  Philip  the  Good.  The  Rolin  family  was  particularly 
associated  with  the  Autun  region,  and  Jean,  another 
son  of  Nicolas,  was  Bishop  of  Autun  (died  1483).  All 
three  were  art  patrons,  and  they  must  have  been 
important  agents  in  ensuring  the  shift  of  the  centre  of 
production  away  from  Dijon.  For  it  is  the  area  between 
and  around  Autun  and  Semur-en-Auxois  which 
during  the  last  two  or  three  decades  of  the  century 
witnessed  the  final  creative  outburst  of  Burgundian 
mediaeval  sculpture.27  Stylistically  this  sculpture  is  the 
culmination  of  the  trend  represented  by  the  Savoisy 
Saint  Catherine.  There  is  a  large  degree  of  uniformity, 
with  certain  figure-types  repeated  over  and  over 
again.  A  characteristic  example  is  the  Saint  Barbara  at 
Pontaubcrt  (Yonne)  (No.  18).28  Her  oval  face  with 
its  smiling  expression  is  framed  by  wavy  hair  falling 
down  her  back;  the  figure  is  slender  and  elegant,  with 
its  lack  of  movement  stressed  by  the  straight,  vertical 
folds.  Rs  decorative  quality  is  underlined  by  the 
details  of  the  brocading  on  the  tight-fitting  bodice. 
Also  characteristic  of  this  last  phase  of  Burgundian 
sculpture  is  the  emphasis  on  the  saint's  attributes. 

The  Pontaubert  Saint  Barbara  is  far  removed  from 
the  carvings  of  Slutcr,  which  provided  the  foundations 
of  the  Burgundian  school  of  sculpture.  Although 
Slutcr  came  from  the  northern  dominions  of  the 
Burgundian  dukes,  sculpture  in  the  Duchy  and  County 
rapidly  became  quite  distinct  from  that  of  the  Nether- 
lands. Yet  even  after  1500  the  works  of  the  Haarlem 
sculptor  exercised  their  fascination,  as  is  shown  by  the 
replica  of  the  Puits  de  Mohc  made  in  1508  for  the 
cemetery  of  the  Dijon  Hospital  of  the  Holy  Spirit.29 
But  perhaps  the  greatest  testimony  to  the  enduring 
fame  of  Slutcr  and  his  successors  is  that  they  were 
studied  and  admired  by  the  leading  French  sculptor  of 
the  early  sixteenth  century.  In  151 1  Michel  Colombc, 
writing  of  the  ducal  tombs  at  Dijon,  described  Slutcr 


and  le  Moiturier  as  souverains  tailleurs  d  images  . 
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Left. 

17.  Tomb  of  Philippe 

Pot,  c.  1480. 

The  Louvre,  Paris. 


Far  left. 

18.  Saint  Barbara, 
Pontaubert, 

late  fifteenth  century. 

Left. 

19.  Saint  Catherine, 
Savoisy,  1441-1488. 
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The  Dukes  of  Burgundy 

and  die  encouragement  of  textiles 

in  the  Netherlands 

Some  representative  examples 
Robert  L.  Wyss 

Last  year,  Switzerland  remembered  two  great  battles  which  took  place  five  hundred  years 
ago,  on  the  2  March  1476  at  Grandson  on  the  Lake  of  Neuchatel  and  a  few  weeks  later, 
on  22  June,  at  Murten.  These  were  the  two  battles  in  which  Duke  Charles  of  Burgundy 
and  his  army  suffered  a  heavy  defeat  at  the  hands  of  the  Swiss  Confederation  and  its  allies. 
At  Grandson,  the  Burgundian  army  was  routed  and  dispersed  without  any  heavy  or 
bloody  fighting  taking  place.  The  battle  was  lost  before  it  had  properly  started.  In  the 
Burgundian  camp,  which  had  been  left  completely  intact,  the  Swiss  were  able  to  lay 
their  hands  on  a  fabulous  booty.  They  found  not  only  a  huge  hoard  of  weapons,  armour, 
tents,  horses  and  carts,  but  much  more.  This  was  the  camp  and  the  property  of  the 
Duke  of  Burgundy,  the  ruler  whose  fame  as  the  richest  of  all  had  spread  far  and  wide 
through  the  Occident.  The  Swiss  soldiers  found  there  nothing  less  than  the  entire 
ducal  household,  a  treasury,  a  chancellery  and  a  complete  sacristy. 


1.  Wall-hanging,  detail,  with  the 
arms  of  the  Dukes  of  Burgundy, 
second  half,  fifteenth  century. 
Historical  Museum,  Bern. 

One  of  the  most  representative  pieces  of  booty 
from  Grandson  is  certainly  the  wall-hanging 
(No.  1)  now  in  the  Historical  Museum  at  Bern.  Woven 
from  wool  and  silk,  it  contains  three  sequences  of  the 
arms  of  the  Dukes  of  Burgundy.  Charles  the  Bold  had 
the  same  quartered  arms  as  his  father,  Philip  the  Good. 
Quarters  one  and  four  were  blue,  with  golden  lilies 
scattered  all  over  and  the  borders  were  embroidered  in 
white  and  red.  They  indicated  that  the  Dukes  of 
Burgundy  were  descendants  of  the  Royal  House  of 
France.  The  grandfather  of  Philip  the  Good,  Philip  the 
Bold,  had  received  the  fief  of  the  Dukedom  of  Bur- 
gundy from  his  father,  John  the  Good,  King  of  France. 
Quarters  two  and  three  arc  again  divided  into  two,  each 
left-hand  quarter  of  gold  and  blue  containing  five 
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oblique  divisions.  These  quarters  are  the  insignia  ot  the 
Dukedom  of  Burgundy.  The  centre  panel  carries  the 
arms  of  Flanders  because  Philip  the  Bold  had  obtained 
possession  of  the  County  of  Flanders  through  the  in- 
heritance of  his  wife,  Margaret  of  Male.  The  right 
halves  of  the  second  and  third  quarters  show  the  Arms 
of  the  dukedoms  inherited  by  Philip  the  Good:  Brabant 
(a  golden  lion  on  black)  and  Limburg  (a  red  lion  on 
silver). 

A  fragment  of  a  similar  carpet  is  in  the  Historical 
Museum  at  Bern.  Another  fragment  is  in  the  historical 
collection  at  the  Castle  of  Thun.  Possibly,  all  these 
carpets  decorated  the  interior  of  the  tent  of  Charles  the 
Bold,  perhaps  even  its  exterior,  in  order  to  differentiate 
it  clearly  within  the  camp  as  the  tent  of  the  army's  com- 
mander. Contemporary  illustrations  made  by  Nether- 
lands miniaturists  show  such  carpets  with  arms  as 
altar  hangings,  throne  rugs,  rear-wall  hangings  or  as 
hangings  on  prayer  stools. 

The  three  chorister's  coats,  captured  by  the  Swiss  in 
the  army  camp  in  front  of  Murten,  served  as  mourning 
coats  at  a  divine  service  on  the  eve  of  the  battle  of 
Murten,  the  occasion  having  been  the  tenth  anniver- 
sary of  the  death  of  Philip  the  Good.  All  three  coats 
consist  of  black  silk  velvet,  on  each  of  which  three 
embroidered  sets  of  arms  arc  applied.  The  heraldic  and 
emblematic  motifs  appear  to  show  that  the  three 
Responders  stood  next  to  each  other  during  the 
Memorial  Service.  Only  the  coat  worn  by  the  cleric 
celebrating  in  the  centre  contains  the  large-size  arms  of 
the  Dukes  of  Burgundy  (No.  2).  Below  it  and  in  a 
smaller  size,  there  arc  the  arms  ot  Zeeland  and  of  the 
County  ot  Burgundy  (Franchc  Comte),  arranged  in 


2.  Chorister's  coat  with  the 
arms  of  the  Dukes  of  Burgundy, 
the  County  of  Burgundy  (Franche  Comte), 
third  quarter,  fifteenth  century. 
Gruyere  Castle,  Fribourg. 

the  form  of  a  pyramid.  In  the  central  axis  as  well  as 
laterally,  one  golden  fire  steel  each,  embroidered  on  a 
linen  support,  was  applied  with  an  impacting  flint. 
The  sparks  thus  created  were  distributed  in  waves  and 
arranged  ornamentally  over  the  entire  black  surface. 

The  two  other  coats  show  the  arms  of  the  County 
of  Artois.  Those  lying  below  it  on  one  of  the  coats 
correspond  to  those  of  Lower  Lorraine  and  the  Duchy 
of  Burgundy  and  on  the  other,  in  a  double  sequence, 
to  those  of  the  Duchy  of  Burgundy.  A  tire  steel  with 
flint  can  only  be  found  on  these  coats  in  the  central  axis 
below  the  arms.  Since  Philip  the  Good's  succession, 
these  emblems  had  been  taken  to  be  the  device  of  the 
House  of  Burgundy,  but  were  superseded  by  the  Order 
of  the  Golden  Fleece  on  its  foundation  in  1430. 

The  heraldry  and  emblems  of  the  House  of 
Burgundy  played  an  essential  role  for  Philip  the  Good 
and  Charles  the  Bold  in  personifying  the  Burgundian 
realm,  and  they  were  used  in  abundance  for  decorative 
purposes.  The  fragment  of  a  horse  blanket  (No.  3), 
part  of  the  booty  taken  at  Grandson,  shows  that,  in 
doing  so,  the  most  varied  combinations  were  attempt- 
ed. A  fire  steel  embroidered  onto  a  linen  support  was 
applied  to  black  velvet  together  with  the  flint.  While 
the  irregularly  hewn  stone  is  fully  embroidered  with 
gold  and  silver  threads,  thus  giving  the  impression  of  a 
plastic  body,  the  fire  steel  has  been  dealt  with  like  a 
surface  only  in  a  stylised  way.  Only  its  outlines  can  be 
seen.  The  interior  surface  has  been  filled  with  em- 
broidered heraldic  motifs. 

The  most  beautiful  piece  of  booty  found  at 
Grandson  has  been  retained  in  the  Bern  Historical 
Museum  in  the  form  of  the  so-called  'Thousand  Flow  er' 


3.  Fragment  of  a  horse  blanket 
with  Burgundian  fire  steel, 
third  quarter,  fifteenth  century. 
Historical  Museum,  Bern. 
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4.  'Thousand  flowers'  carpet,  1466. 
Historical  Museum,  Bern. 

5.  'Thousand  flowers'  carpet,  detail  with  the 
arms  of  the  Dukes  ot  Burgundy,  1466. 
Historical  Museum,  Bern. 

carpet  (No.  4).  Philip  the  Good  had  ordered  this  in 
1466  from  the  carpet  weaver  Jean  Le  Haze  of  Brussels, 
together  w  ith  another  seven  wall-hangings  which  no 
longer  exist.  Another  such  carpet,  also  a  piece  of  booty, 
was  in  the  Cathedral  of  Fribourg  until  the  end  ot  the 
eighteenth  century.  The  lower  third  ot  the  Bern  trao;- 
ment  was  cut  off  at  some  time  and  was  subsequently 
lost.  The  present  height  of  the  carpet  only  is  three 
hundred  and  six  centimetres.  Originally,  it  may  have 
had  a  height  of  about  four  hundred  and  titty  centi- 
metres. Its  width  is  six  hundred  and  eighty-seven 
centimetres. 

A  watercolour  in  the  Book  ot  Banners  by  Jean 
Crolot  (State  Archives  ot  Fribourg)  painted  in  1646 
and  based  on  the  lost  Fribourg  flower  carpet  shows 
how  the  Bern  carpet  must  have  looked  originally.  On 
a  dark  blue  background  there  are  slightly  more  than 
one  hundred  different  types  of  identifiable  flower 
shrubs,  the  left  half  of  the  carpet  being  a  repeat  ot  the 
right  half.  The  centre  axis  shows  the  arms  of  Philip  the 
Good  (No.  5),  surrounded  by  the  Chain  of  the  Order 
ot  the  Golden  Fleece  which  the  Duke  had  founded  in 
1430.  This  chain  consists  of  stylised  fire  irons,  inter- 
linked in  pairs  and  surrounded  by  stones  from  which 
radiate  fiery  sparks.  From  the  c  ollar  hangs  the  Golden 
Fleece,  held  in  the  centre.  In  the  two  diagonal  axes 
which  cross  each  other  inside  the  ducal  arms,  there  is 
one  fire  steel  with  flint  in  each  ot  the  corners  and 
golden  sparks  spray  from  the  stones.  This  stressing  of 
the  diagonal  axes  may  also  provide  an  indication  ot  the 
Saint  Andrew's  Cross,  Saint  Andrew  being  the  Order's 
Patron  Saint.  In  the  vertical  centre  axis  and  in  the 
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horizontal  axis  which  crosses  it,  there  are  two  letters 
'e',  facing  each  other  in  pairs  and  linked  by  a  cord. 
They  thus  form  a  Greek  or  Christian  cross.  According 
to  the  latest  research,  they  are  interpreted  as  'Eques 
Eclesiae'  and  indicate  the  Knights  of  the  Order,  whose 
principal  object  was  the  honour  of  God  and  the  de- 
fence of  the  Christian  religion.  While  only  wool  and 
silk  was  used  for  the  extremely  finely  woven  flowers, 
gold  and  silver  threads  were  used  for  all  metal  parts  as 
well  as  for  the  V  letters  and  the  arms  themselves. 


It  is  very  probable  that  these  eight  flower  carpets 
served  as  wall-hangings  in  a  certain  room,  their  size 
being  specially  adapted  for  it.  The  extant  invoices  of 
[ean  Le  Haze  (Archives  Royaux,  Brussels)  show  that 
the  carpets  had  different  widths,  but  that  their  heights 
were  the  same  in  all  cases.  With  the  Duke  of  BurguiuK 
being  the  Sovereign  of  the  Order  of  the  Golden  Fleece 
and  the  emblems  shown  on  these  carpets  also  corres- 
ponding to  those  of  the  Order,  it  may  well  have  been 
possible  that  the  Duke  had  the  wall-carpets  hung  on 


Colour. 

'Caesar's  Triumphal  Parade', 
detail,  Fourth  panel, 
Caesar  carpet.  Tournai, 
1 460-1 470. 

Historical  Museum,  Bern. 
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Above. 

6.  Antependium  from 
the  vestments  of  the 
Order  of  the 
Golden  Fleece, 
second  quarter, 
fifteenth  century. 
Secular  Treasury, 
Vienna. 


7.  Pluvial,  The 
Virgin  Mary's  Coat, 
of  the  Order  of  the 
Golden  Fleece, 
second  quarter, 
fifteenth  century. 
Secular  Treasury, 
I  'ienna. 


the  occasion  of  the  regular  meetings  of  the  Knights  of 
the  Order  in  the  Chapter  Halls. 

Our  attention  should  now  be  given  to  some  other 
textiles  which  do  not  belong  to  the  Burgundian  booty 
but  in  the  creation  of  which  the  Burgundian  court  was 
somehow  involved.  In  the  Viennese  Treasury,  there  is 
the  significant  and  still  complete  Mass  vestment  of  the 
Golden  Fleece.  It  consists  of  two  altar  antependia 
which  served  to  cover  the  altar  table  on  festive 
occasions,  the  Mass  vestments,  the  chasuble  for  the 
celebrating  priest  and  the  two  Dalmatica  for  his 
assistants,  and  three  pluvials.  All  these  textiles  have 
rich  decorations  which  certainly  belong  amongst  the 
most  splendid  that  were  ever  created  by  embroidery 
methods. 

In  an  upright  rectangular  centre  panel,  the  two 
antependia  show,  firstly,  the  mystical  marriage  of  the 
Christ  child  with  Saint  Katherine  in  the  presence  of 
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John  the  Baptist  (No.  6),  the  writing  utensils  which 
Mary  holds  in  her  hands  show  the  Holy  Virgin  as  the 
author  of  the  Magnificat,  and,  secondly,  a  represent- 
ation of  the  altar  chair.  The  upper  row  of  the  twelve^ 
lateral  pictorial  panels  shows  seated  patriarchs  and 
prophets,  the  lower  row  shows  the  twelve  apostles. 

The  pluvials  which  are  worn  by  the  celebrating 
clerics  at  all  festive  services,  except  the  Mass,  take  into 
account  that  the  three  liturgists  stand  next  to  each 
other,  as  during  Vespers.  They  make  up  the  Deesis 
group  with  Christ  sitting  in  judgment  on  the  world  in 
the  centre,  flanked  by  Mary  (No.  7)  and  by  John  the 
Baptist  (No.  8).  Each  of  these  three  figures  is  repro- 
duced on  the  parados  of  the  pluvial  with  seated 
prophets  and  apostles  shown  on  the  borders.  In  three 
rows  arranged  one  above  the  other  and  in  hexagonal 
pictorial  panels,  there  stand  thirty  figures,  each  in 
spaces  enclosed  on  three  sides.  The  Blessed  Virgin's 
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coat  shows  the  Archangel  Gabriel  with  adoring 
angels,  holy  virgins,  women  and  widows  (No.  7).  On 
the  other  two  pluvials  arc  shown,  next  to  the  Arch- 
angels Michael  and  Raphael,  holy  martyrs,  princes, 
bishops,  teachers,  patriarchs,  prophets,  monks  and 
hermits. 

The  same  division  into  hexagonal  pictorial  panels 
with  male  and  female  saints  is  also  found  on  the  two 
Dalmatica.  It  is  slightly  different  to  the  chasuble, 
which  was  made  a  little  later  and  on  which  a  large 
representation  of  Christ's  baptism  (No.  9)  has  been 
applied  to  the  front  above  the  hexagon  panel  division ; 
Christ's  transfiguration  on  Mount  Tabor  is  applied  to 
the  back. 

The  making  of  these  great  vestments  continued 
throughout  the  second  and  third  quarter  of  the 
fifteenth  century.  The  designer  of  the  earlier  para- 
ments  must  be  looked  for  amongst  the  closest  associ- 
ates of  the  Master  of  Flemalle,  while  the  pluvials  arc 
nearer  to  Roger  van  der  Wcyden.  In  the  large-size 
figure  scenes  of  the  chasuble,  created  c.  1470-1475,  it 
is  possible  to  find  the  influence  of  the  painter  Hugo 
van  der  Goes.  It  is  generally  assumed  that  the  vest- 
ments were  started  upon  even  before  the  creation  ot 
the  Order  of  the  Golden  Fleece  and  this  also  explains 
why  all  the  otherwise  usual  emblems  of  the  Order  are 
missing.  The  vestments  were  certainly  originally 
destined  for  the  Ducal  chapel  and  they  were  only 
dedicated  and  transferred  to  the  Order  of  the  Golden 
Fleece  at  a  later  date,  probably  after  completion.  The 
vestments  are  mentioned  in  the  Order's  Inventory  for 
the  first  time  in  1477. 

Dukes  Philip  the  Good  and  Charles  the  Bold  revel- 
led in  pomp  and  splendour,  frequently  travelling 
around  their  provinces  and  counties.  They  also  loved 
!  to  organise  jousts  and  big  festivals  which  extended  over 
I  several  days  and  to  which  nobles  and  knights  from  far 
I  and  near  were  invited.  The  domestic  premises,  the 
reception,  throne  and  banqueting  rooms,  as  well  as  the 
churches  in  which  the  festival  services  were  celebrated, 
had  to  be  equipped  with  large  carpets  which  were 
initially  ordered  from  Arras,  then  later  from  Tournai 
and  finally  from  Brussels.  These  were  the  cities  in 
ftwhich  Flemish  carpet  weavers  were  prominent  during 
I  the  fifteenth  century  and  were  greatly  sponsored  and 
I  promoted  by  the  protection  and  the  big  orders  of  the 
;  Court. 

In  1459,  Philip  the  Good  bought  for  five  thousand 
i  *old  dollars  from  the  weaver  and  carpet  merchant 
3asquier  Grenier  of  Tournai  'une  chambre  de  tapisserie 
"histoire  d'Alexandre,  tisse  en  or,  d'argent,  de  soie  et 
le  laine,  comprenant  six  panncaux  de  muraille'.  It  is 
generally  assumed  that  the  two  carpets  with  scenes 
rom  the  history  of  Alexander  in  the  Palazzo  Doria  in 
lome  belonged  to  this  series.  The  other  four  com- 
[il0I1]  nanion  pieces  have  long  since  disappeared.  This 
Alexander  series  served  as  the  festive  interior  decora- 
ion  of  the  Hotel  d'Artois  in  Paris  in  T461,  when 
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8.  Parados,  detail,  Pluvial,  Saint  John's  Coat. 
Vestments  of  the  Order  of  the  Golden  Fleece, 
middle  of  fifteenth  century. 

Secular  Treasury,  Henna. 

Louis  xi  returned  to  his  home  town  as  France's  new 
King,  from  exile  in  Brussels  and  in  company  with 
Duke  Philip. 

The  two  carpets,  which  still  exist  in  Rome,  show 
scenes  from  Alexander's  youth.  The  sequence  of 
pictures  starts  with  the  order  given  by  Philip  of 
Macedonia  to  his  son  Alexander,  to  tame  the  wild, 
double-horned  Bucephalus. 

9.  Chasuble  with  the  Baptism  of  Christ,  c.  1470. 
Vestment  of  the  Order  of  the  Golden  Fleece. 
Secular  Treasury,  Vienna. 
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The  section  reproduced  here  (No.  10)  shows  how 
Alexander,  according  to  legend,  rides  past  his  parents  - 
Philip  and  Olympia  on  the  tamed  Bucephalus  from 
the  stable,  with  his  parents  showing  him  respect  and 
greeting  him.  The  scene  in  the  background  shows  the 
fifteen-year-old  Alexander  kneeling  in  front  of  his 
parents  and  asking  his  father  for  permission  and  arms 
to  go  and  make  war  on  King  Nicolas.  The  other, 
crowded  scenes  show  the  battle  fought  against  King 
Nicolas  and  also  Philip  of  Macedonia  handing  the 
crown  of  his  realm  to  the  young  Alexander  on  his 
death  bed.  The  second  carpet  shows  Alexander's  war 
actions,  his  ascension  to  Heaven,  a  very  effective  scene 
and  also  his  attempts  to  explore  the  sea  bottom. 
Various  art  historians  recognise  the  features  of  Philip 
the  Good  in  the  shape  of  Philip  of  Macedonia  and  in 
that  of  his  wife  Olympia  on  those  of  Isabel  of  Portugal, 
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10.  'Alexander 
subdues  Bucephalus', 
first  panel, 
Alexander  carpet, 
detail,  Tournai, 
1450-1459. 
Palazzo  Doria,  Rome. 


the  wife  of  Philip  the  Good.  A  similarity  with  the 
young  Charles  of  Burgundy  was  also  seen  in  the  young 
Alexander.  The  'Livres  des  conquestes  ct  faicts 
d' Alexandre  le  Grand'  by  Jean  Wauquelin  served  q$  a 
literary  source  and  pictorial  inspiration  to  the  draughts- 
man of  the  cartoons. 

The  four-part  sequence  depicting  Julius  Caesar  was 
adjusted  from  the  start  to  the  symmetrical  decoration 
of  a  hall  on  both  sides  of  a  throne,  allowing  the  con- 
clusion that  it  was  based  on  a  direct  order  by  the 
Burgundian  Court.  The  set  was  woven  with  wool 
and  silk  in  Tournai  between  1465  and  1470.  The  com- 
position of  the  scenes  is  designed  in  such  a  manner  that 
the  prince,  sitting  on  his  throne,  can  see  on  his  left  the 
start  of  the  sequence  in  the  meeting  of  the  Roman 
Senate,  which  was  presided  over  by  Pompey  and 
which  ordered  Caesar  to  conquer  Gaul  north  of  the 
Alps  (No.  11).  On  the  same  carpet,  there  follows  the 
ride  out  of  Rome  and  the  invasion  of  Gaul,  with  the 
reception  of  the  Ambassadors  of  Autun,  asking  Caesar 
for  help  against  the  Germanic  leader  Ariovist.  The  end 
of  the  pictorial  sequence  was  intended  to  be  at  the 
right  of  the  Prince,  showing  Caesar  crowned  as  Roman 
Emperor  during  his  triumphal  entry  into  Rome  and  at 
the  meeting  of  the  Senate  (No.  12).  The  other  two 
carpets  show  the  victorious  battles  of  the  conquest  of 
Gaul  and  the  return  to  Rome  with  the  victory  of 
Caesar  over  his  rival  Pompey  in  the  battle  of  Pharsalus 
in  Thessaly.  An  illuminated  copy  of  the  'Faits  des 
Romains',  a  compilation  based  on  the  historical  works 
of  Suctonins,  Sallust,Lucaniusand  Caesar's  Comment- 
aries of  the  Gallic  war  served  as  literary  and  pictorial 
sources  for  the  draughtsman. 

On  the  small  round  pulpit  on  the  extreme  left  of  the 
first  carpet,  there  stands  a  young  man  with  a  bailiff's 
staff  in  his  left  hand.  His  right  hand  is  raised  as  he  ad- 
dresses the  Prince  and  reports  Caesar's  history  to  him. 
At  the  start  of  the  second  verse  on  the  fourth  carpet  one 
reads  the  lines  'Entre  neuf  des  meilleurs  du  monde 
prcus  et  vaillans  a  la  reonde  Le  dit  Julie  Chesar  est  ung 
com  le  appreuve  le  dit  commun'.  Caesar  thus 
belonged  to  the  nine  heroes,  to  the  allegorical 
triple  constellation  with  the  three  Jews:  King 
David,  Joshua  andjudas  Maccabaeus,  the  three  Pagans: 
Alexander,  Julius  Caesar  and  Hector  of  Troy,  and  the 
three  Christians:  Charlemagne,  King  Arthur  and 
GcofFroy  of  Bouillon.  These  nine  heroes  were  deeply 
esteemed  by  the  Dukes  of  Burgundy.  As  an  apotheosis 
of  Philip  the  Good,  Jean  Molinet  wrote  an  epic  about 
the  nine  heroes  entitled  'Le  trosne  d'honncur'  and  in 
which  he  equated  the  Duke  and  his  son  Charles  to  the 
nine  heroes.  Caesar  was  deemed  to  be  Charles  th 
Bold's  preferred  ideal,  his  greatest  aim  being  to 
imitate  him  and  to  become  his  equal. 


Dr.  Robert  Wyss  is  Director 
of  the  Historical  Museum,  Bern. 
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i.  'Session  of  Roman  Senate, 
Caesar  receives  the  Ambassadors  of  Autun', 
irst  panel,  Caesar  carpet,  Tournai,  1460-1470. 
historical  Museum,  Bern. 


Below. 

12.  'Caesar's  Triumphal  Parade  and 
Session  of  Roman  Senate',  fourth  panel, 
Caesar's  carpet,  Tournai,  1460-1470. 
Historical  Museum,  Bern. 


Jan  van  Eyck  as  Court  Painter 


Jozef  Dit  verger 


One  of  the  most  remarkable  features  of  the  Burgundian  court  was  the  ability  of  successive 
Dukes  to  attract  the  services  of  talented  artists.  Jan  van  Eyck  and  Roger  van  der  Weyden 
were  perhaps  the  most  distinguished  of  this  company  which  included  Jean  Malouel,  Henri 
Bellechose,  Melchior  Broederlam,  Dirk  Bouts,  Hugo  van  der  Goes  and  Hans  Memlinc.  It 
is  known  that  van  Eyck  worked  hard  as  a  painter,  'although  very  little  of  what  he  created 
for  his  patron  has  survived  to  the  present  day'.  He  evidently  had  no  difficulty  in  securing 
prestigious  commissions  from  the  ministers  and  officials  of  the  court  and  he  was  often 
required  to  paint  the  portraits  of  visiting  princes. 


It  has  now  been  established  that  court  painters  were 
active  as  early  as  the  fourteenth  century  in  France 
and  the  Netherlands.  Jan  Boudolf,  not  Bondol  or 
Bandol,1  was  attached  to  the  court  of  King  John  n 
(died  1364)  and  of  his  son  Charles  v  (died  1380),  while 
Jan  van  der  Asselt  and  Melchior  Broederlam  were 
active  at  the  court  of  Louis  of  Male  (died  1384).  The 
services  of  Broederlam  were  later  engaged  by  Duke 
Philip  the  Bold  of  Burgundy  (died  1404).  His  succes- 
sor, John  the  Fearless  (died  1419)  appointed  Jan 
Maclwel  to  the  same  position.  Maelwel  had  already 
been  in  the  service  of  John's  father,  and  after  this 
painter's  death,  John  appointed  Henri  Bellechose  as  his 
court  painter. 

Jan  van  Eyck  was  another  court  painter  or,  more 
precisely,  a  'pcintrc  dc  Monseigneur'.2  Like  Broederlam 
or  Maelwel,  he  was  not  attached  to  the  court  as  such, 
but  rather  to  the  person  of  the  sovereign,  who  would 
appoint  or  dismiss  his  painters  personally,  and  any 
links  the  painter  had  with  the  court  would  automati- 
cally cease  on  the  death  of  the  sovereign.  The  painter 
could  then  only  be  reinstated  by  being  reappointed  by 
the  successor  to  the  throne.  Broederlam  found  himself 
in  this  situation  after  the  death  of  Louis  of  Male,  as  did 
Maelwel  after  the  death  of  Philip  the  Bold  and  van 
Eyck  after  the  death  of  Count  John  of  Holland. 

Like  the  court  singers,  musicians,  gold-  and  silver- 
smiths, embroiderers  and  sculptors,  the  court  painters 
belonged  to  the  'familia'  of  the  sovereign.  They  en- 
joyed the  same  privileges  as  the  other  members  of  this 
select  body;  as  we  can  read  in  van  Eyck's  letter  of 
appointment,3  they  disposed  of 'les  honneurs,  preroga- 
tives, franchises,  libcrtez,  drois,  prouffis  et  emolumens 
accoustumes  et  qui  y  appartienncnt',  a  formula  which 
appears  in  other  letters  of  appointment.  The  words 
'accoustumez  et  qui  y  appartienncnt'  indicate  that 
these  privileges  and  favours  had  been  recognised  for  a 
considerable  time,  and  they  seem  to  have  remained 
unchanged  for  centuries. 


It  is  worth  describing  at  this  point  the  nature  of 
these  privileges.4  In  law,  the  'familiares'  were  no 
longer  subject  to  the  jurisdiction  of  the  municipal  or 
local  courts.  Ecclesiastically,  they  were  directly  answer- 
able to  the  principal  chaplain  of  the  sovereign. 
Whether  they  were  allowed  at  that  period  to  take  up 
posts  outside  their  native  area  has  not  yet  been  estab- 
lished. However,  they  were  excused  a  number  of 
taxes  and  dues  to  which  other  subjects  of  the  sovereign 
were  subject;  these  included  taxation  and  excise  duties, 
guard  duty  and  other  military  service.  Finally,  there 
were  the  social  advantages:  court  appointments  con- 
ferred a  certain  prestige  on  their  holders  in  the  eyes  of 
their  fellow-craftsmen.  And  from  the  middle  of  the 
fifteenth  century  -  perhaps  even  at  the  time  of  van 
Eyck  -  they  were  excused  membership  of  the  craft 
Guilds  and  their  accompanying  duties. 

Even  more  than  the  Counts  of  Holland,  the  Dukes 
of  Burgundy  were  especially  given  to  pomp  and 
display,  expressed  in  the  luxury  and  colour  of  their 
surroundings  and  directly  towards  impressing  their 
contemporaries.  They  had  a  particular  need,  therefore, 
for  court  painters  who  were  distinguished  by  their 
fine  taste,  inventiveness  and  skill.  The  court  painters 
were  responsible  for  carrying  out  all  the  painting  in 
the  residence  of  the  sovereign  and  on  his  furnishings. 
They  painted  his  coat-of-arms  and  those  of  his  domin- 
ions on  various  wooden  surfaces,  and  were  even 
responsible  for  the  decoration  of  the  linen  and  silk 
standards,  banners  and  streamers  which  were  needed 
in  their  hundreds  for  all  kinds  of  occasions.  They  drew 
up  the  plans  for  pageants,  tournaments  and  funeral 
processions.  They  were  responsible  for  the  silver  and 
gold  decoration  on  the  carriage  of  the  sovereign.  They 
designed  costumes  for  the  heralds  and  trappers  for  horses ; 
they  designed  embroidery  patterns  and  even  drew  up 
construction  plans.  They  were  undertakers,  works- 
foremen,  masters  of  ceremonies  and  even  sometimes 
purveyors  of  fabrics,  paint  and  works  of  art. 
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There  is  no  doubt  that  van  Eyck  was  in  the  service 
of  Count  John  of  Holland,  though  only  after  the 
latter  had  seized  the  provinces  of  Holland  and  Zceland 
from  his  niece,  Jacoba  of  Bavaria.  Close  study  of 
eight  documents  recording  the  painter's  career  in 
Holland  from  1422  to  1425  allows  us  to  establish  that 
van  Eyck  probably  started  work  in 's  Gravcnhage  on 
1  August  1422.  The  painter  did  not,  c.  T418,  come  from 
the  Meuse  region  when  the  Count  entered  Holland,  as 


is  sometimes  argued. 


To  help  him  in  his  duties,  van  Eyck  employed  one 
assistant  at  first,  and  later,  at  least  from  1  November 

1423  to  1  February  1424,  he  acquired  a  second.5  We 
can  therefore  deduce  that  the  volume  of  work  in  his 
studio  was  on  the  increase.  For  the  period  1  February 

1424  to  2  September  1424  he  is  mentioned  in  the 
accounts  as  the  court  painter  of  Count  John,  which 
indicates  promotion. 

According  to  Albert  Chatclet,6  van  Eyck  probably 
worked  on  the  Turin-Milan  Book  of  Hours  during  the 
years  1 422-1424.  He  interprets  the  miniature  which 
shows  a  young  woman  smiling  as  she  approaches  the 
sovereign  in  prayer  as  portraying  the  young  Jacoba  of 
Bavaria  submitting  to  her  uncle,  the  triumphant 
Count  John  (No.  1).  Charles  Sterling7  also  thinks  that 
this  particular  miniature  represents  Jacoba,  though  he 
believes  the  sovereign  to  be  William  vi.  This  inter- 
pretation, though,  almost  indicates  that  the  miniature 
was  commissioned  by  Count  John  from  political 
motives,  which  seems  rather  odd  in  the  context  of  a 
Book  of  Hours  which  would  be  kept  on  the  kneeling 
chair  of  the  sovereign  or  in  his  library. 

It  is  not  improbable  that  van  Eyck  and  his  assistants 
worked  for  two  and  a  half  years  on  the  decoration  of  a 
Book  of  Hours  which  remained  unfinished.  There 
were  after  all  many  jobs  which  the  court  painter  would 
have  to  carry  out  at  the  same  time.  Since  he  did  not 
follow  his  masters  on  their  travels,  he  would  probably 
have  to  refurbish  and  decorate  Count  John's  residence 
from  time  to  time.  In  this  context  can  be  cited  the 
murals,  such  as  a  Fishing  Party  which  shows  members 
of  the  House  of  Bavaria,  including  Count  John,  and 
which  is  recorded  in  the  coloured  drawing  now  in  the 
Louvre,8  and  the  Love  Garden,  of  which  an  etching 
was  made  c.  1430.9 

The  miniatures  by  van  Eyck  in  the  Turin-Milan 
Hours  have  been  dated  as  being  from  1415-1417  by 
Count  Durrieu  and  G.  Hulin  de  Loo  and  were,  accord- 
ing to  them,  commissioned  by  Count  William  vi  of 
Holland.  F.  Lyna  has  dated  them  more  than  three 
decades  later,10  since  he  argues  that  the  representation 
of  the  sovereign's  prayer  is  a  mirror  image  of  an  older 
painting.  This  is  soundly  refuted  by  Charles  Sterling.1 1 
There  remains,  however,  one  important  objection  to 
ascribing  the  commissioning  of  this  miniature  to 
William  vi,  and  that  is  that  there  is  nothing  in  the 
preserved  records  to  indicate  that  this  was  the  case. 

There  remains  a  third  possibility:  that  the  illumina- 


1.  ?Jan  van  Eyck. 
Detail  from  the 
Turin-Milan 
Book  of  Hours. 
Formerly  in  the 
Library  of  Turin. 

Below. 

2.  French  School, 
seventeenth  century. 
The  Duke  of  Burgundy 
and  his  court, 
watercolour,  after  a 
late  fifteenth-century 
drawing. 

Musee  de  Versailles. 
Photograph :  Giraudon. 
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tion  of  the  Book  of  Hours  was  commissioned  by 
Jacoba  of  Bavaria  and  her  second  husband,  Duke 
John  iv  of  Brabant,  the  successor  to  Anthony,  son  of 
Philip  the  Bold  of  Burgundy. 

It  is  often  argued  that  Jean  de  Touraine,  Jacoba's 
first  husband,  is  represented  in  William's  retinue  in 
the  sovereign's  prayer  miniature.  Could  he  not  have 
inherited  or  otherwise  obtained  the  manuscript  and 
have  given  or  bequeathed  it  to  Jacoba?  After  her' 
defeat  at  Mons,  the  princess  was  taken  to  Ghent  and 
imprisoned  in  the  Posteerne,  not  far  from  the  work- 
shop of  Hubert  van  Eyck,  who  was  himself  on  very 
good  terms  with  the  chief  magistrate  of  the  city. 
Seven  weeks  after  her  arrival  there,  Jacoba  escaped  in 
disguise.  In  the  inventory  of  Jacoba's  belongings, 
dated  2  September  1425,  which  were  left  behind  in 
Ghent,  we  read:  'Item  unc  bourse  a  heures  d'auteliche, 

3.  ?Jan  van  Eyck. 

Jan  iv  of  Brabant,  silvcrpoint,  204  X  128  mm. 
Boymans-van  Bcuningen  Museum,  Rotterdam. 


brochie  d'or,  aux  armes  de  Mgr.  le  Daulphin  [Jean  de 
Touraine]',  and  further,  'Deux  heures  l'une  couverte 
de  villeau  noir  et  l'autre  de  cuir  vermeil'.12 

In  February  1426  Jacoba's  belongings  were  trans- 
ferred to  the  ducal  residence  in  Bruges  and  handed* 
over  to  Duke  Philip's  general  treasurer,  Gui  Guilbaut. 
They  were  then  put  up  for  public  auction  in  the  city. 
Other  objects  may  also  have  been  sold  in  Ghent.  The 
sale  produced  the  sum  of  two  thousand  five  hundred 
and  twenty-five  pounds,  seventeen  shillings,  which 
was  entered  in  the  account  books  by  Guilbaut. 13  The 
possibility  that  he  himself  thus  acquired  a  Book  of 
Hours  cannot  be  excluded. 

It  is  also  worth  noting  that  Jacoba,  on  the  death  of 
her  father  William  vi  on  31  May  1417,  married  Duke 
John  iv  of  Brabant  on  10  March  141 8  (No.  3).  Several 
of  the  Duke's  servants  were  named  van  Eyck,  includ- 
ing the  cleric  Lucas  van  Eyck.  There  was  also  Hendrick 
van  Eyck  who,  like  the  painter,  was  also  to  enter  the 
service  of  Count  John  of  Holland  and  subsequently  of 
Philip  the  Good. 

There  was  also  a  clerk  in  the  service  of  the  chapel 
of  the  Brabantine  duke  in  1416:  Johannes  van  der 
Hcecken.14  This  way  of  spelling  the  name  was  not 
so  unusual:  it  was  also  used  in  the  accounts  of  Philip 
the  Good  to  designate  the  court  painter. 15  It  is  not, 
in  any  case,  very  surprising  that  a  clerk  of  the  court 
chapel  should  write  or  decorate  Books  of  Hours. 
This  does  not  perhaps  constitute  sufficient  evidence  for 
us  to  say  with  certainty  that  the  illumination  of  the 
Turin-Milan  Hours  was  carried  out  for  Jacoba  of 
Bavaria  or  in  Brabant,  but  this  hypothesis  does  sec  111 
to  be  more  soundly  based  than  previous  ones. 

Count  John  of  Holland  died  on  6  January  T425.  Jan 
van  Eyck  thus  lost  his  position  as  court  painter  with  no 
means  of  having  his  wages  paid  up  to  date,  except  a 
document  declaring  that  he  was  already  entitled  to 
payment  for  thirty-two  weeks  between  1  February  and 
11  September  1424.  There  was  also  some  confusion  as  to 
who  was  the  legal  heir  to  the  provinces  of  Holland  and 
Zccland.  Jacoba,  whose  third  husband  was  Humphrey 
of  Gloucester,  John  iv  of  Brabant  and  Duke  Philip  the 
Good  were  all  in  contention. 

When  the  latter  heard  of  the  death  of  John  of 
Holland,  he  immediately  despatched  councillors  to 
Holland  to  take  possession  of  'des  villes,  forteresses, 
terres  ct  autres  biens  appartenant  a  monseigncur  lc  due 
Jehan  de  Bavicre'.  Among  these  emissaries  was  a 
certain  Robert  de  Masmimes,  who  was  interested  in 
the  Arts  and  whose  portrait  may  have  been  painted  by 
the  Master  of  Flemalle.  After  a  journey  lasting  seven 
weeks  Robert  returned  to  Ghent  on  5  March  T425, 
where  the  Masmincs  family  owned,  or  had  owned,  a 
private  house  near  the  church  of  St.  John,  later  to 
become  St.  Bavo's. 16  It  seems  not  unnatural  that  Jan 
van  Eyck,  to  recover  his  overdue  wages  and  retain  his 
position,  would  contact  Philip's  emissaries.  It  is  als 
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likely  that  they  would  have  seen  and  admired  his  work 
in  the  Hague,  and  that  Jan  followed  them  to  Flanders, 
not  only  to  visit  his  brother  Hubert,  who  was  then 
working  on  the  altarpiece,  the  Adoration  of  the  Lamb, 
for  St.  John's  church,  but  also  to  approach  Duke  Philip 
to  make  known  his  complaints  and  requests. 

His  efforts  were  rewarded  with  complete  success. 
Jan,  who  had  now  settled  in  the  commercial  centre  of 
Bruges,'7  was  nominated  court  painter  to  Duke  Philip 
on  19  May  'pour  l'abilite  at  sourhssance  que,  par  la 
relacion  de  plusieurs  de  ses  gens,  il  avoitoy'.  The  wages 
for  the  work  carried  out  in  the  Hague  was  paid  up  to 
23  June  1425  by  an  order  dated  20  November  1425.  From 
then  on  he  was  to  receive  an  annual  sum  of  one 
hundred  pounds  tor  his  services,  a  fact  we  find  noted 
in  the  accounts  tor  the  province  ot  Flanders. 18  This 
was  the  sum  set  aside  in  the  list  of  wages  for  the  ducal 
household  for  payment  of  the  court  painter. 

When  the  annual  salary  was  raised  to  three  hundred 
and  sixty  pounds  for  life,  the  accounts  office  in  Lille 
refused  to  sanction  the  rise.  This  led  to  a  couple  of 
remarkable  letters  which  point  to  the  exceptional 
position  which  Jan  van  Eyck  enjoyed  at  the  court. 

Van  Eyck  was  not,  however,  the  only  court  painter 
111  the  service  of  Duke  Philip,  who  already  had  three  or 
four  working  for  him  in  1425.  First  among  these  was 
Henri  Bcllechosc, 1 9  who  had  been  appointed  court 
painter  to  John  the  Fearless  on  23  May  1415.  He 
remained  in  Dijon,  and  was  again  confirmed  in  his 
position  by  Philip  the  Good  on  5  April  1420.  However, 
Burgundy  was  already  declining  in  importance  in 
relation  to  Flanders,  and  commissions  for  the  court 
painter  were  usually  confined  to  decorative  work  for 
local  festivities.  When  the  Duke  ordered  savage  wage 
cuts  in  1427,  which  also  endangered  van  Eyck's  in- 
come,20 Bellcchose's  fees  were  reduced  to  a  third  of 
their  former  amount. 

Hue  de  Boulogne,  who  was  taken  on  as  a  young 
assistant  in  the  studio  of  Melchior  Broederlam  at  the 
request  of  Philip  the  Bold,  followed  in  the  steps  of  his 
master  as  court  painter.  He  remained  for  many  years  in 
the  service  of  Philip  the  Good  and  specialised  in  the 
painting  of  banners  and  coats-of-arms  and  in  the  design 
of  decorations  for  tournaments.  He  often  seems  to 
have  followed  the  sovereign  on  his  journeys.  His  son, 
Jehan  de  Boulogne,  is  also  mentioned  a  number  of 
times  in  the  accounts  from  1427  onwards  and  seems  to 
have  carried  out  similar  work  to  his  father.  Finally, 
there  was  Colart  le  Voleur,  who  was  kept  occupied 
with  all  kinds  of  work  and  renovation  at  the  castle  ot 
Hcsdin.  He  was,  however,  summoned  to  Bruges  in 
1425  to  organise  the  tournament  there. 

The  work  of  van  Eyck  was  of  a  different  nature.  In 
the  records  which  have  survived,  his  name  is  never 
linked  to  such  decorative  work,  although  it  is  not 
unlikely  that  Jan  worked  on  the  arrangements  for  the 
magnificent  tournament  between  Philip  the  Good  ami 
the  Duke  ot  Bedford,  Regent  ot  France,  which  was 


held  in  Lille,  where  van  Eyck  was  living,  in  June  1427. 
Another  interesting  item  is  the  payment  made  to  his 
brother,  Lambrccht,  in  March  1431,  which  is  entered  in 
the  account  books  under  the  heading:  horses,  harness, 
guns  and  clothes.  Lambrccht  may  also  have  been  Jan's 
collaborator  and  sometimes  acted  as  his  agent. 

In  1439  Jan  paid  a  Bruges  illuminator  for  adding 
numerous  gold  letters  to  a  manuscript  bought  by  the 
Duke.  It  is  possible,  then,  that  Jan  or  his  brother 
Lambrccht  were  responsible  for  the  miniatures,  which 
are  not  mentioned  in  the  accounts.  The  following  year 
Jan  bought  on  behalf  of  Philip  the  Good  a  number  of 
paintings  'et  autres  choses  secretes',21  as  recorded  in  a 
document  which  has  so  far  remained  unpublished. 

The  painter  also  undertook  long  journeys  on  the 
Duke's  behalf  on  three  different  occasions.  The  first 
was  at  the  end  of  1426,  perhaps  just  after  the  settle- 
ment of  Hubert's  heritage  in  Ghent.  The  places 
visited  by  the  painter  during  those  'certains  loingtains 
voyages  secrez'  still  remain  a  mystery.  The  journey  or 
journeys,  which  must  have  cost  at  least  five  hundred 
pounds,  were  over  by  July  1427. 

It  is  often  claimed,  most  recently  by  Charles 
Sterling,22  that  van  Eyck  accompanied  the  royal 
mission  to  Spain  in  1427  to  ask  for  the  hand  of  the 
niece  of  King  Alphonso  of  Aragon  for  the  sovereign. 
This,  however,  seems  to  be  incorrect,  since  the  names 
of  the  members  ot  the  mission  can  be  accurately 
traced.  It  is  possible,  though,  that  the  earlier  journeys 
included  a  visit  to  Spain.  However,  it  is  known  that 
van  Eyck  did  embark  on  19  October  1428  with  the 
Burgundian  emissaries  to  Portugal  who  were  to  ask  for 
the  hand  of  Princess  Isabella.  During  tour  weeks  there 
he  painted  two  portraits  of  the  Princess  which  were 
sent  to  Flanders.  The  mission  also  took  the  oppor- 
tunity ot  making  the  pilgrimage  to  Santiago  de 
Compostela,  as  well  as  visiting  both  the  Christian  and 
Islamic  areas  ot  Spain. 

A  last,  long  journey  to  foreign  parts  ('es  etranges 
marches')  once  again  'pour  aucunes  matieres  secretes' 
was  undertaken  at  the  end  of  1436.  The  object  of  this 
journey  should,  perhaps,  be  examined  more  closely. 
The  cost  of  the  journey  was  considerable:  seven 
hundred  and  twenty  pounds  were  provided  at  the 
start.  No  further  information  is  available,  but  it  is 
possible  that  the  journey  was  not  unconnected  with 
cartography  and  that  van  Eyck  had  actually  been 
commissioned  to  map  certain  coasts  and  the  position 
of  towns.  In  1456  Bartolomeo  Fazio  claimed  that  van 
Eyck  had  painted  a  circular  world  map  for  his  master, 
on  which  not  only  were  the  major  towns  and  geo- 
graphical phenomena  marked,  but  also  the  means  of 
calculating  the  relative  distance  between  them.  It  is 
a  remarkable  coincidence  that  in  1444  Master  Guill- 
aume  Hobit,  'astonomyen',  delivered  a  world  map, 
based  on  the  Ptolemaic  system,  to  Duke  Philip.23  The 
map  had  taken  three  and  a  halt  years  to  prepare,  and 
had  been  started  in  the  last  year  of  van  Eyck's  life.  Is 
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there.'perhaps,  a  connection  between  Fazio's  claim, 
the  purchases  made  by  Jan  van  Eyck  in  1440,  and  the 
payment  to  Hobit?  It  is  possible  that  he  was  only 
finishing  a  map,  which  gave  latitude  and  longitude, 
which  had  been  begun  by  van  Eyck? 

We  now  know  that  van  Eyck  stayed  in  at  least  four 
towns  in  the  southern  Netherlands  in  connection  with 
commissions  for  his  master.  Immediately  after  entering 


4- Jan  van  Eyck. 

The  Madonna  of  the  Chancellor  Nicholas  Rolin. 
Tlie  Louvre,  Paris. 


the  Duke's  service,  he  was  sent  to  Lille  where  he 
spent  so  much  time  that  a  house  had  to  be  rented  for 
him  at  the  Duke's  expense.  This  stay  in  Lille,  punc- 
tuated by  van  Eyck's  long  journeys,  probably  lasted 
until  after  the  painter's  return  from  Portugal. 

Van  Eyck  also  spent  long  periods  in  Brussels.24 
There,  he  must  have  taken  part  in  work  for  the  royal 
residence,  as  was  almost  certainly  the  case  in  Lille. 
When  Philip  the  Good  came  to  admire  the  work  of  his 
court  painter  he  seems  to  have  been  so  pleased  with 
what  he  saw  that  he  distributed  monetary  gifts  to  the 
painter's  assistants.  The  term  'en  son  hostel',  which 


176 


appears  in  the  ducal  accounts,  clearly  refers  to  the 
sovereign's  residence  and  not  to  the  painter's  studio,  as 
has  sometimes  erroneously  been  thought. 

It  seems  unlikely  that  the  need  for  such  a  long 
absence  by  the  painter  from  his  own  home  and  to  work 
in  one  particular  place  could  have  been  occasioned  by 
ain  thing  less  than  the  painting  of  murals.  These  have 
now  disappeared,  but  it  is  possible  that  one  of  the 
scenes  from  the  murals  is  preserved  in  the  painting  of 
a  hunting  party  at  the  Burgundian  court,  which  is  now 
in  the  Museum  of  Versailles  (No.  2). 

It  may,  of  course,  have  been  the  intention  of  the 
Duke  to  commission  other,  similar  wall-paintings  in 
1435.  We  find  him  writing  to  his  audit  department  in 
Lille  to  justify  the  large  annual  salary  which  was  paid 
to  van  Eyck:  'car  nous  le  [Jan]  voulons  cntretenir  pour 
certains  grans  ouvrages  en  quoy  l'entendons  occuper 
cy  apres'.  According  to  the  terms,  laid  down  in  the 
original  document  appointing  him  to  the  post  of 
court  painter,  van  Eyck  had  to  be  constantly  prepared 
to  practice  his  art  wherever  the  Duke  commanded. 
This  condition  is  laid  down  very  clearly:  'afin  qu'il 
soit  tenu  dc  ouvrer  de  peinture  toutes  les  fois  qu'il  lui 
plaira'.  However,  the  records  still  extant  rarely 
mention  panel  painting,  and  only  the  two  portraits  of 
Isabella  of  Portugal  are  mentioned  specifically.  It  is 
sometimes  claimed,  mistakenly,  that  one  of  these 
portraits  was  in  the  possession  of  Margaret  of  Austria 
and  is  mentioned  as  'la  Belle  Portugaloise'  in  the 

I  inventory  of  her  possessions.25 

There  are,  however,  no  references  to  portraits  of 
the  Duke  executed  by  van  Eyck,  either  in  the  written 
records  or  in  those  drawings  which  have  been  pre- 
served. Similarly,  there  are  no  records  of  portraits  of 
Count  John  of  Holland.  J.  Lejeune's  hypothesis  that 

>  the  male  figure  in  The  Madonna  of  the  Chancellor  Rolin 
(No.  4),  now  in  the  Louvre,  is  not  Nicolas  Rolin  but 
John  as  prince-elect  of  Liege  about  141 3,  is  totally 

:  unfounded.26  This  painting  was  being  worked  on  in 
Brussels  in  1433,  when  it  was  seen  by  Roger  van  der 

I  Weyden.  Some  critics,  notably  Max  J.  Friedlander, 
have  ascribed  four  drawings  with  ducal  subjects, 
relating  to  the  sepulchre  of  Louis  of  Male  in  Rijsel,  to 
'  jan  van  Eyck  purely  on  stylistic  evidence.  Among  the 
sovereigns  portrayed  is  John  iv  of  Brabant.27  The 
drawings  after  portraits  of  Bonne  d'Artois,  the  second 
wife  of  Philip  the  Good,  Jacoba  of  Bavaria  and  perhaps 

I  of  Jeanne  de  Prelles,  one  of  the  Duke's  mistresses,  have 
been  attributed  on  similar  grounds. 

Other  portraits  could  be  commissioned  for  special 
occasions;  for  instance,  the  arrival  of  the  Duke  of 
Bedford  and  the  Cardinal  of  Winchester  in  Lille  in 
1427.  In  143 1,  van  Eyck  was  summoned  from  Bruges 
to  Hcsdin  'pour  aucunes  besogncs  cs  qucllcs  il  [the 
Duke]  le  voulait  employer'.  The  visit  of  the  Duke  of 
i  Austria  to  Hcsdin  and  the  presentation  of  a  carpet  to 
Cardinal  Albergati  are  also  mentioned  in  the  records 
(  of  the  payments  which,  together  with  a  special  lump 
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5.  Jan  van  Eyck. 

Cardinal  Albergati,  1431/32,  34.1  X  27.3  cm. 
Kunsthistorisches  Museum,  Vienna. 

sum,  van  Eyck  received  in  1432.  It  seems  reasonable 
that  one  of  van  Eyck's  commissions  was  to  visit  the 
Cardinal  for  the  purpose  of  painting  his  portrait,  from 
which  the  drawing,  still  preserved,  was  taken  (No.  5). 

In  1434  van  Eyck  received  a  commission  which  was 
to  occupy  him  for  several  days.  This  commission  was 
exceptional  in  that  it  came  from  the  Duchess  Isabelle, 
who  is  only  mentioned  this  once  in  the  record  in 
connection  with  van  Eyck.  Perhaps  the  phrase  'les 
besogncs  ct  affaires  plus  a  plcin  contenucs  en  sa 
quictancc'  refers  to  other  portraits  and  paintings,  but 
this  can  only  be  conjectured. 

It  is  not  surprising  to  learn  that  hunting,  religious 
and  exotic  travel  paintings  were  also  commissioned  by 
the  Sovereign's  household.  Any  risque  tastes  the  court 
may  have  had  were  satisfied  by  the  occasional  bathing 
scene  (No.  6),  which  was,  not  surprisingly,  represented 
as  'chose  secrete'  in  the  accounts. 

Van  Eyck's  work  at  the  court  of  the  Duke  ultimately 
led  to  commissions  from  the  officials,  councillors  and 
financiers  in  his  master's  service.  The  portraits  of 
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Right. 

6.  WlLLEM  VAN  HAECHT. 

Bathing  Scene,  detail  from  a  painting  depicting 
the  Cabinet  of  Corneille  van  der  Geest. 
Rubenshuis,  Antwerp. 
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7.  Jan  van  Eyck. 

Baudouin  dc  Lannoy,  Knight  of  the  Golden  Fleece. 
Deutsches  Museum,  Berlin. 


Baudouin  dc  Lannoy,  governor  of  Lille  and  one  of  the 
leaders  of  the  expedition  to  Portugal  (No.  7),  Nicolas 
Rolin  with  the  Madonna,  Timotheos,  possibly  the 
musician  Gillis  Binchois  (No.  8),  Giovanni  Arnolfini 
and  his  wife,  and  the  man  with  the  carnation,  show 
how  successful  he  was  in  obtaining  commissions 
When  the  treasurer  of  King  Alphonse  ot  Aragon  ha 
the  opportunity  of  buying  a  painting  of  Saint  Georg 
on  horseback,  it  was  emphasised  that  it  was  b) 
Johannes,  the  painter  of  the  famous  Duke  ot  Burgundy 

After  entering  the  service  of  the  House  of  Burgund 
111  the  Netherlands  more  or  less  by  chance,  Jan  va 
Eyck  soon  became  a  greatly  respected  and  high! 
paid  court  servant.  His  work  there  was  exceptionalk 
varied  and  very  different  from  that  of  the  averag<| 
court  painter,  and  the  journeys  he  undertook  on  th( 
Duke's  account  may  very  well  have  been  partly  in 
spired  by  political,  strategic  and  even  scientiful 
motives.  At  the  same  time,  his  work  as  a  painter  mus 
also  have  been  considerable,  although  very  little  O; 
what  he  created  for  his  patron  has  survived  to  th 
present  day  and  much  has  disappeared  without  record 
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NOTES 

1.  The  name  of  Boudolf  was  well  known  in  Bruges  in  the 
fourteenth  century,  bul  it  tended  to  be  mis-spelt  by  French 
clerks  -  a  not  unusual  occurrence  with  foreign  names  - 
and  later  scholars  have  read  the  'u'  as  an  'n'. 

2.  Sec  W.  H.J.  Wcalc,  'Hubert  and  John  van  Eyck.  Their 
life  and  work'.  London,  1908,  p.  xxvn,  xxvni;  E.  Schiltz, 
'Jan  van  Eyck  in  1426  nict  te  Gent'.  Dc  Standaard, 

25  June  1959. 

3.  Ibid.,  p.  xxx-xxxi. 

4.  Sec  J.  Duvcrger,  'Hct  statuut  van  de  zestiend-ceuwse 
hofkunstenaar  in  de  Nedeflanden'-Jaarfcoefe  Koninklyke 
I  laamse  Academie  van  Belgie,  xvn,  p.  143. 

5.  It  is  possible  that  this  period  may  have  been  longer,  since 
'his  assistants'  could  refer  to  more  than  one  additional  one. 

6.  'Les  ctapes  de  l'enluminure  des  manuscrits  dits  dc  Turin 
et  de  Milan-Turin'.  La  Revue  des  Arts,  1957,  p.  202. 

7.  Charles  Sterling,  'Jan  van  Eyck  avant  1432'.  Rev  tie  de  I' Art, 
1976,  p.  21,  28. 

8.  Also  Fr.  Lugt,  Musee  du  Louvre.  'Inventaire  general  des 
dessins  des  ecoles  du  Nord',  Paris,  1968,  p.  5-6,  considers 
this  watercolour  to  be  a  late  sixteenth-century  copy  of 
what  is  probably  a  mural  in  the  style  of  van  Eyck. 

9.  Ibid.,  p.  6. 

10.  'Les  Van  Eyck  et  les  Heures  de  Turin  et  de  Milan'. 
Miscellanea  Erwin  Panofsky.  Bulletin  van  de  Kon  inklijke 
Mnsca  poor  Scltone  Kunsten.  Brussels,  1955.  PP-  7-20- 

11.  Op.  fit.,  p.  15-21. 

12.  Archives  departementales  de  la  Cote  d'or.  B302. 

1 3 .  Archives  departementales  du  Nord  B4097  f°  80.  The 
influence  which  Jacoba's  Books  of  Hours  may  have  had 
on  the  Bruges  miniaturists  is  not  considered  here. 

14.  J.  Duvcrger,  'Jan  van  Eyck  voor  1422',  Handelingen  van 
hetz  de  Congres  voor  Alg.  Kunstgeschiedenis  1936,  p.  19. 

15.  W.H.J.  Weak,  p.  xnx. 

16.  See  Ch.  L.  Diericx,  'Memoires  sur  la  ville  de  Gaud'. 
Ghent,  1815,  n,  p.  33. 

The  magnificent  preparations  for  the  duel  between  Duke 
Philip  and  Humphrey  of  Gloucester,  third  husband  of 
Jacoba  of  Bavaria,  were  then  being  undertaken  in  the  city. 
These  involved  sending  to  Paris  for  'les  meilleurs  ouvriers 
dc  armoirie,  painture  et  brodure',  which  could  be  found. 
See  J.  Duvcrger  and  J.  Versyp,  'Schilders  en 
borduurwerkers  aan  de  arbeid  voor  ecu  vorstcnduel  te 
Brugge  in  1425',  Artes  Textiles,  11(1955),  PP-  3_I7- 

18.  W.  H.J.  Weale,  p.  xxx-xxxi. 

19.  G.  Troescher,  'Burgundischc  Malerei'.  Berlin,  1966, 
p.  112-117. 

20.  See  W.  H.J.  Weale,  p.  xxxiv-xxxv. 

2 1 .  This  term  occurs  frequently  in  the  accounts,  and  it  is 
possible  that  not  too  much  importance  should  be 
attached  to  it. 

22.  Op.  cit.,  p.  32. 

23.  Comte  de  Laborde,  'Les  Dues  dc  Bourgogne',  Paris, 
1S49, 1,  p.  384;  Chr.  Dehaisnes,  'Repertoire  sommaire 
des  archives  departementales'  du  Nord,  Lille,  1 88 1,  p.  157. 
Sec  also  C.  Sterling,  l.c,  p.  69-76,  who  did  not  know  of 
the  payment  to  Hobit  either. 

24.  See  also  J.  Duverger,  'Enkele  gegevens  betreffende  Rogier 
van  der  Wcyden  en  zijn  kring',  in :  Rogier  van  der  Weyden 
en  zijn  Tijd.  International  Colloquium.  Brussels,  1974, 

p.  96. 

25.  J.  Duvcrger,  'De  Werken  van  Johannes,  in  de  verzameling 
van  Margarcta  van  Oostcnrijk'.  Oud-Holland  xlv  (i92S). 
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26.  Exposition  Liege  et  Bourgogne.  Liege,  1968, 

P-  155-159, 161. 

27.  A  portrait  of  this  sovereign  dated  1422  may  also  be 
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The  Myth  of 

'Burgundian'  Goldsmithin; 

and  the  function  of  plate  at  the  Burgundian  Court 

Anna  Somers  Cocks 


The  Burgundian  Dukes  were  well  served  by  their  chroniclers;  accounts  of  lavish  court 
ceremonies  and  ducal  splendour  led  many  later  historians  to  regard  any  more  than  usually 
sumptuous  object  from  the  late  Middle  Ages  as  Burgundian.  This  was  too  great  a 
presumption,  however,  and  an  examination  of  contemporary  sources  and  surviving  pieces 
indicates  that  'no  valid  distinction  can  be  made  between  French  and  Burgundian  styles'. 


IN  1 46 1  when  Louis  xi  was  seated  at  his  coronation 
banquet  in  Rhcims  Duke  Philip  the  Good  of 
Burgundy  presented  him  with  a  spectacular  gift:  there 
were  two  large  nefs,  'one  marvellously  large,  the  other 
less,  which  were  of  pure  gold  and  decorated  with 
precious  stones.  Servants  also  brought  on  two  rich 
sweetmeat  dishes,  one  larger  than  the  other.  One  was 
ot  pure  gold,  also  decorated  with  precious  stones,  on 
all  sides,  above  and  below;  and  standing  on  it  there  was 
a  statue  of  a  maiden,  in  the  guise  of  a  God  of  Love, 
with  a  dart  in  her  hands,  and  a  gold  circlet  on  her  head 
decorated  with  rich  and  precious  stones'  and  accom- 
panying it  were  jugs,  cups,  flagons,  and  large  bowls  to 
the  value  of  a  hundred  ecus.  We  arc  told  that  all  present 
were  struck  and  amazed  by  the  scale  of  the  present, 
and  fell  silent  because  they  had  never  seen  anything 
like  it.1 

Reading  the  contemporary  accounts  of  the 
Burgundian  dukes,  such  episodes  come  up  as  regularly 
as  a  refrain,  usually  described  in  very  similar  phrases, 
and  these,  backed  up  by  the  published  inventories  and 
accounts  have  created  the  impression  among  historians 
of  unparalleled  splendour  at  the  Burgundian  courts. 
From  there  it  has  been  a  small  step  towards  giving  the 
epithet  Burgundian  to  any  particular  remarkable 
survivals  from  the  late  Middle  Ages;  this  has  been 
especially  true  of  anything  decorated  with  email  en 
roude  bosse,  of  anything  coated  with  translucent  enamel, 
of  any  late  Mediaeval  object  making  use  of  crystal  or 
plique  a  jour  enamel  or  cameos.  Disappointingly  the 
contemporary  sources  demonstrate  clearly  that  be- 
cause only  a  very  tiny  and  totally  random  selection 
of  late  fourteenth-  and  fifteenth-century  goldsmiths' 
work  has  survived,  no  valid  distinction  can  be  made 
between  French  and  Burgundian  styles:  indeed,  the 
distinction  between  French  and  other  Northern  Euro- 
pean styles  is  not  always  easy.  Both  the  Dukes' 
N  rhcrn  Chambre  des  Comptes  in  Lille,  and  their 
Burgundian  one  in  Dijon  record  numerous  purchases 
and  commissions  of  goldsmiths'  work,  sometimes 
specifying  that  the  goldsmith  has  actually  made  the 


work  in  question,  sometimes  merely  stating  that  he  has 
supplied  it,  sometimes  buying  from  courtiers,  and 
sometimes  from  merchants.  Although  in  this  article  a 
statistically  significant  number  of  examples  cannot  be 
fitted  in,  a  few  will  at  least  clothe  the  bones  of  this  and 
the  following  statements.  In  1385,  for  example,  pay- 
ment was  made  to  Henniquin  du  Vinre,  the  king's  and 
Philip  the  Bold's  goldsmith,  for  a  crown  which  he  was 
making  for  Madame;2  in  September  1387,  money  was 
paid  for  numerous  pieces  of  fine  jewelled  plate 
(joyaux)2  to  'Jehan  de  Lynant',  a  Genoese  merchant 
living  in  Paris  who,  in  1392,  became  the  duke's  varlet  de 
chambre  and  supplier  of  jewels  and  goldsmith's  work  - 
these  were  bought  on  the  occasion  of  the  wedding  of 
the  Duke's  daughter,  the  Duchess  of  Austria;3  in  1388 
the  duke  received  from  Reinequin  von  Herlein 
(Haarlem),  a  goldsmith,  who  in  1383  had  arrived  in 
Paris,  and  who,  in  this  instance,  is  described  as  a  mer- 
chant, 'a  gold  statue  of  St.  Katherine  seated  on  a  gold 
base  decorated  with  balases,  rubies  and  pearls';4  in 
1390,  Herman  Ruissel  (clearly  not  a  Frenchman,  but 
impossible  to  say  whether  a  Fleming,  Hollander,  or  Ger- 
man), goldsmith  and  varlet  de  chambre  of  the  duke  was 
paid  for  mounting  in  twenty-two  carat  gold  a  covered 
crystal  hanap  '. . .  which  the  Duke  gave  to  the  king'.5 

The  Lille  archives  for  141 6  register  heavy  payments 
to  Jehan  Mainfroy,  the  duke's  goldsmith  and  varlet  de 
chambre,  who  lived  in  Paris;  payments  are  made  for 
unspecified  work  to  goldsmiths  in  Bruges,  Lille,  Arras, 
and  Brussels.6  Sometimes  it  is  made  quite  clear  that  the 
goldsmith  mentioned  is  not  working  alone,  but  has 
assistants:  in  1424/5,  Jehan  Pentin,  goldsmith  of 
Bruges,  'and  numerous  other  persons  mentioned  here- 
after' received  payment  for  many  garments  and  pieces 
of  armour,  made  for  the  intended  campaign  against 
the  Duke  of  Gloucester,  and  decorated  with  worked 
silver  steels,  sparkling  flints,  stars,  knotty  boughs, 
besants  and  other  devices.7  In  the  accounts  of  1433/4 
there  appears  a  definitely  German  name,  that  of 
'Jehan  de  Couloigne',  paid  for  the  silver  fountain 
which  he  made  for  the  Duke.8 
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It  is  clear  that  not  even  the  plate  made  directly  on 
commission  for  the  Burgundian  court  was  necessarily 
'Burgundian',  and  that  a  high  proportion  was  bought 
from  middlemen,  leaving  entirely  open  the  question  of 
where  they  acquired  their  wares.  Nonetheless,  had 
more  silver  of  the  period  survived  it  might  just  have 
been  possible  to  match  a  few  objects  with  archival 
references,  and  thus  begin  to  build  up  a  picture  of  a 
Parisian  style  vis  a  vis  a  Brussels,  Bruges  or  Dijon  style. 
Instead,  only  one  remaining  object,  the  reliquary  given 
to  St.  Lambertus,  Liege,  by  Charles  the  Bold  has 
successfully  had  an  archival  reference  giving  the 
maker's  name  hung  on  it  (No.  i).9  Approaching  the 
matter  from  the  objects  themselves,  one  is  little 
further  advanced,  because  the  fact  that  something 
bears  a  Burgundian  coat-of-arms  or  device,  like 
Chancellor  Rolin's  knife,  or  John  the  Fearless'  covered 
cup  (No.  3),  still  does  not  prove  that  it  was  made  in  the 
Burgundian  territory  or  by  a  Burgundian:  see,  for 
example  the  entry  in  the  Dijon  comptes  tor  2  February 
1383,  when  a  certain  Perruz,  enamellor  of  Paris,  was 
paid  tor  having  marked  with  the  Duke's  arms  fourteen 
dozen  dishes  with  handles,  and  the  payment  made  on 
12  October  1405  to  the  same  Jehan  Maintroy,  gold- 
smith of  the  duke,  for  having  made,  gilded  and 
enamelled  tour  dozen  varvels  for  falcons,  and  engraved 
the  Duke's  arms  on  the  same. 1 0 

Lastly,  one  can  use  the  internal  evidence  of  the 
archival  sources  with  their  gratifyingly  graphic  des- 
criptions of  objects  long  since  melted  down,  and  one 
discovers  that  the  characteristics  supposed  to  be 
especially  Burgundian,  the  email  de  plique,  the  email  en 
ronde  hosse,  the  pouncing,  the  cameos  and  the  crystal 
occur  in  other,  non-Burgundian  inventories  and 
accounts.11 

Whatever  its  source,  and  whoever  its  makers,  how- 
ever, the  Dukes  of  Burgundy  do  seem  to  have  owned 
and  passed  through  the  hands  of  their  argenticrs  (the 
officials  in  charge  of  their  luxury  goods,  such  as 
goldsmiths'  work,  and  silk  and  cloth  of  gold)  quanti- 
ses of  goldsmiths'  work  whose  function  was  not 
nerely  to  provide  drinking  and  eating  vessels  for  the 
able,  liturgical  vessels  for  the  churches  and  decoration 
*  or  the  Duke's  own  person,  but  was  bound  up  in  more 
:omplcx  questions  of  the  Duke's  and,  therefore, 
Burgundy's  prestige  and  power.  In  the  days  when 
pecie  was  rare  and  a  man  might  live  on  a  small  silver 
j  oin  for  a  whole  week,  the  fact  that  Duke  Philip  the 
iood  was  estimated,  when  he  died  in  1467,  to  be 
!  vorth  two  million  gold  ecus,  was  regarded  as  impres- 
ive  -  Olivier  de  la  Marche's  tone  as  he  relates  this 
nakes  that  obvious12  -  but  only  natural  because  a 
rince  of  royal  blood  was  as  much  removed  from  the 
ommon  man  as  a  cathedral  from  a  peasant's  hovel.  It 
vas  expected  of  him,  just  as  it  was  expected  of  him 
lat,  in  certain  specific  and  formal  situations,  he  be 
ery  generous  with  his  wealth.  The  most  obvious  of 
;  lese  were  the  etrennes,  the  gifts  of  the  New  Year, 


1.  Reliquary  of  gold  and  silver-gilt,  decorated  with  enamel, 
given  to  the  former  cathedral  of  St.  Lambertus,  Liege,  in  1471, 
as  atonement  for  the  damage  Charles  the  Bold  had  caused 
there.  It  is  very  likely  that  it  is  the  reliquary  for  which 
payment  was  made  to  Gerard  Loyet,  the  Duke's  goldsmith, 
in  the  recettes-general  for  1466/7. 
Cathedral  of  St.  Paul,  Liege. 
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when  members  of  the  whole  royal  family  would  give 
each  other  elaborate  and  expensive  presents.  For 
example,  on  1  January  1390,  the  Duke  of  Burgundy 
i^ave  the  Duchess  a  goblet  and  ewer  of  gold,  his  eldest 
son,  a  covered  gold  goblet,  his  daughter-in-law  a 
covered  gold  hauap,  his  niece,  the  1  )uchess  ot 
Touraine,  a  gold  brooch  of  a  flying  deer,  to  the  King  .1 
gold  brooch  ot  a  lady  seated  in  a  meadow,  decorated 
with  two  large  balases,  two  large  sapphires,  eight 
large  pearls,  two  diamonds,  with  a  large  diamond  in 
the  middle  of  the  whole,  and  so  on,  down  to  the  senior 
members  of  his  household.  Where  the  king  was  con- 
cerned it  was  not  only  a  present  for  a  member  of  the 
family,  but  a  sign  of  respect  and  a  diplomatic  gesture;13 
when  a  gift  was  made  to  a  minor  member  of  the  house- 
hold it  amounted  to  part  of  their  wage.  It  was  also 
expected  that  gifts  be  given  to  visiting  dignitaries,  as  in 
the  case  when  the  English  ambassador  visited  the  Duke 
in  Arras  in  1412.  Then  the  Duke  found  himself  with- 
out a  suitable  present  at  hand,  and  hastily  bought  six 
silver-gilt  hanaps  ot  'very  beautiful  and  new  form  and 
very  good  and  graceful  workmanship'  from  one  of  his 
counsellors,  the  abbot  of  St.  Vaast,  Arras.14  All  present 
giving  was  carefully  graded  according  to  rank,  and  to 
some  extent  standardised;  in  the  1430s,  for  example, 
the  usual  present  to  minor  envoys  seems  to  have  been  a 
silver-gilt  ewer  and  six  beakers.1'1  The  Duke  can  be 
regarded  as  having  conferred  a  quite  extraordinary 
favour,  when  in  1434  he  stood  godfather  to  Jan  van 
Eyck's  child,  and  his  proxy  presented  six  silver  bowls 
at  the  baptism.16 

The  formalised  ritual  of  present-giving  apart,  a 
prince  was  also  expected  to  make  ample  and  public 
display  of  his  wealth  in  the  form  of  wrought  plate.  No 
banquet  was  complete  without  its  buffet,  a  temporary 
construction,  as  tall  and  as  richly  decked  as  possible.  At 
the  banquet  given  on  9  October  1471  by  Charles  the 
Bold  to  Emperor  Sigismund  in  Trier  as  part  of  his  un- 
successful attempt  to  be  chosen  as  King  ot  the  Romans, 
the  chronicler  ot  Speier  tells  us  that  opposite  the  tables 
where  people  sat  were  fourteen  buffets  on  which  food 
was  placed,  but  one  which  displayed  one  hundred  and 
thirty-six  silver  and  gilt  ewers,  flasks,  six  gilt  nets,  and 
many  small  precious  vessels  besides,  such  as  bowls  and 
round  cups,  all  of  them  gilt.  Next  to  it  stood  six  uni- 
corns' horns  (in  reality  narwhal  tusks,  and  considered 
to  be  efficacious  against  poison)  which  were  'beyond 
price'.17 

The  buffet  sometimes  stood  in  the  middle  ot  the 
banqueting  hall,  as  when  Charles  the  Bold  celebrated 
his  marriage  to  Margaret  of  York  in  Bruges  in  14(17. 
On  that  occasion  it  was  lozenge-shaped,  hung  with 
cloth  bearing  the  Duke's  coat-of-arms,  and,  according 

Colour. 

Ewer  of  serpentine,  mounted  in  silver-gilt. 

Town  mark  of  Malines  before  1489; 

maker's  mark  of  Seger  von  Steynemollen  (died  1  >oS), 

Victoria  and  Albert  Museum,  London 

(Inv.  No.:  627-1868). 


2.  Detail  of  a  stucco  altar  frontal,  dated  1674,  >n  tne  chapel  of 
the  Holy  Eucharist,  Sainte  Chapelle,  Dijon.  This  is  the  only 
known  representation  of  the  pure  gold  reliquary  which  was 
made  to  contain  the  miraculous  Host,  given  to  the  Duke  of 
Burgundy  by  Pope  Eugenuis  rv.  The  original  was  presented 
to  the  canons  of  the  Sainte  Chapelle  by  Duchess  Isabelle  in 
1454.  The  coats-of-arms  of  Portugal  and  Burgundy  hang 
from  the  supporting  angels.  The  crown  of  Louis  xii  was 
added  later.  The  reliquary  was  destroyed  during  the 
French  Revolution. 

Musee  de  la  Ville,  Dijon  ( Inv.  No. :  829). 


3.  Covered  cup  or  hanap,  silver,  formerly  parcel-gilt, 
now  wholly  gilt.  The  hanap  is  pounced  with  hops,  the 
device  which  John  the  Fearless  adopted  no  later  than 
1392,  and  planes,  which  in  1405  became  his  device. 
John  the  Fearless  was  murdered  in  1419,  so  this  hanap 
must  have  been  made  between  1405  and  that  date. 
Badiscb.es  Landesmuseum,  Karlsruhe  (Inf.  No. :  6s/6j). 
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to  common  practice,  arranged  with  the  largest  silver 
vessels  below,  the  gem-studded  golden  ones,  of  which 
there  were  a  great  number,  above,  with  an  especially 
precious  cup  crowning  the  whole.  The  unicorn  horns 
stood  at  the  corners.  Evidence  that  this  was  regarded  as 
being  at  least  a  semi-public  spectacle  is  given  by  the 
tribunes  which  lined  the  walls  so  that  people  could 
look  down  on  the  festivities.18  The  same  public 
spectacle  was  laid  on  by  Philip  the  Good  when  staying 
at  his  Maison  d'Artois  in  Paris  for  Louis  xi's  coronation 
celebration.  There  Chastellain  tells  us  that  the  Duke 
kept  open  house,  and  'all  who  wanted  to  present  them- 
selves were  welcome  and  were  served,  and  many  of 
various  walks  of  life  came,  not  to  dine,  but  to  see  the 
state  and  the  magnificence  that  was  kept  there'.  He 
seems  to  have  been  particularly  struck  by  the  buffet 
which  in  this  case  was  made  'in  the  manner  of  a  castle, 
round  and  twelve  stories  high,  covered  with  gilt 
vessels  to  the  weight,  as  I  remember,  of  up  to  six 
thousand  gilt  marks,  not  including  that  which  was  at 

4.  The  cross  on  which  the  Knights  of  the  Golden  Fleece 
swore  their  oath.  Silver-gilt,  set  with  rubies,  sapphires 
and  pearls.  Before  1401 12,  when  it  is  included  in  the 
inventory  of  Jean,  due  de  Berry.  The  foot  bears  the  device 
of  the  Order  and  the  coat-of-arnis  of  Philip  the  Good,  and 
so  was  made  to  go  with  the  cross  some  time  between  the 
founding  of  the  Order  in  1433,  and  the  Duke's  death  in  1467. 
Schatzkammer,  Kunsthislorischcs  Museum,  Vienna. 
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the  very  top  winch  was  of  pure  gold,  decorated  with 
rich  stones  of  fabulous  value'.  No  man,  he  says,  could 
ever  in  his  life  have  imagined  such  riches  on  a  buffet, 
and  so  arranged  that  all  those  in  tront  and  behind 
could  approach  it. 19  This  buffet,  of  course,  was  just  for 
show,  two  other  buffets  with  silver  plate,  also  con- 
sidered to  be  very  valuable,  being  used  for  serving  the 
guests. 

This  practice  of  displaying  the  plate,  to  which  there 
are  numerous  other  references  in  the  contemporary 
histories,  was  partly  to  honour  the  occasion  and  the 
dignity  of  the  Duke  and  his  guests,  and  it  had  its  exact 
religious  counterpart  in  the  carefully  organised  dis- 
plays of  relics  and  their  reliquaries  which  took  place  in 
late  Mediaeval  churches  on  high  days  and  holy  days.  A 
plan  of  c.  1500  survives  which  shows  exactly  how  the 


5.  Reliquary  for  a  thorn  from  the  Crown  of  Thorns. 
Rock  crystal  mounted  in  gold  with  pearls  and  gems, 
the  four  wild  men  supporting  it  decorated  with 
email  en  ronde  bosse.  It  is  unclear  where  in  the 
fifteenth  century  a  crystal  beaker  and  cover  of 
this  sort  would  have  been  made,  but  numerous 
references  to  crystal  vessels  are  made  in  the 
Burgundian  inventories.  This  was  probably  made 
as  a  very  grand  standing  cup  somewhere  in  the 
French  orbit,  c.  1425-1450.  The  supporting 
angels  are  a  Baroque  addition. 
San  Lorenzo,  Florence. 
Photograph :  Gabinetto  Fotografico, 
Soprintendenza  Gallerie,  Florence. 
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6.  Two  badges  of  a 
Guild,  silver-gilt, 
decorated  with 
niello  and  enamel. 
These  bear  the  town 
mark  of  Ghent,  date 
letter  of  1482  and  the 
maker's  mark  of 
Conelis  de  Bont, 
who  was  one  of 
Charles  the  Bold's  and 
Mary  of  Burgundy's 
goldsmiths. 
Bijloketnuseum,  Ghent 
(Im>.  No.:  438.1-4). 


7.  LOYET  LlEDET. 

Vasqne  de  Luce 
presenting  his  translation 
'Lcs  faiz  dn  grant 
Alexandre' 
to  Charles  the  Bold, 
c.  1468-1470. 
Bibliothequc  Rationale , 
Paris 

(MS./ 22.547, fo.  l). 
Photograph  :  AgcqA  , 
Brussels. 
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S.  Serving  knife,  with 
•maple  wood  handle, 
•mounted  in  silver 
gilt,  with  blue  and 
purple  translucent 
enamel.  This  bears 
the  arms  of  probably 
the  most  powerful 
man  in  Burgundy 
next  to  Duke  Philip 
the  Good,  Chancellor 
Philip  Rolin,  in  an 
heraldic  form  which 
shows  that  it  must 
date  from  before  1429. 
The  Wallace 
Collection,  London. 
(Invoke No.:  a  880). 


Basle  Cathedral  treasury  was  laid  out  on  what,  in 
German-speaking  countries  was  called  a  Heiltumstuhl.20 
Indeed,  on  the  same  occasion  which  engendered  the 
banquet  just  described,  in  Notre  Dame  in  Bruges,  the 
Lille  archive  relates  that  a  wooden  construction  was 
erected  on  the  high  altar  'in  order  that  it  might  be 
decorated  with  relics  and  rich  altarpieces,  whether  of 
gold  or  silver  sculpture,  or  of  tapestry'.21 

Wealth  is,  however,  obviously  also  power,  and  the 
display  ot  plate  was  the  display  of  power.  This  is 
indicated  in  No.  7  which  shows  the  translator  of 
Quintus  Curtius,  Vasque  de  Lucenc,  presenting  his 
book  to  Cbarles  the  Bold,  who,  as  attributes  of  his 
high  estate,  has  his  throne,  the  cloth  of  honour,  and  a 
buffet  full  ot  plate  beside  him.22  That  this  is  not  merely 
the  conflation  of  the  normal  furnishings  ot  a  banquetry 
scene  with  those  of  a  throne  room  is  suggested  by  the 
similar  placing  of  a  buffet  loaded  with  plate  next  to 
King  Porus  of  the  Indies,  while  a  lady  kneels  before 
him,  in  'The  book  of  the  noble  deeds  of  King 
Alexander",  painted  in  Bruges  in  the  1460s.23  The  con- 
cept is  made  explicit  in  Chastcllain's  account  of  the 
Feast  for  the  Order  of  the  Golden  Fleece  held  by 
Philip  the  Good  in  the  Hague.  There  the  hall  was 
decorated  with  the  new  Jason  tapestries,  one  buffet 
with  gem-studded  gold  vessels  'to  make  people 
marvel',  one  with  gilt  vessels  from  which  the  knights 
were  served,  and  one  with  silver  vessels  for  the  ordinary 
guests.  Englishmen,  Spaniards,  Italians,  and  Germans 
all  saw  and  admired  it  'but  the  Frisians  and  men  of 
Utrecht  were  confused  by  it,  because  it  had  been 
rumoured  that  the  Duke  did  not  have  enough  money 
in  his  coffers  to  wage  war  against  Utrecht  over  the 
bishopric'  (a  bishop  had  been  elected  in  opposition  to 
the  Duke's  wishes),  and  to  dispel  any  remaining  doubt, 
the  room  next  to  the  banqueting  hall  was  filled  with  at 
least  thirty  thousand  marks  ot  silver  plate,  lying  m 
heaps,  where  all  who  wanted  could  go  and  see  it, 
'showing  by  these  means  that  even  if  the  Duke  lacked 
coins,  he  had  the  means  of  making  it'.24 

In  the  light  of  this,  the  event  quoted  at  the  begin- 
ning of  this  article  can  be  looked  at  in  another  way. 
Perhaps  it  was  no  pure  desire  to  honour  his  king  which 
prompted  Philip  the  Good  to  make  such  extravagant 
presents  to  Louis  xi;  perhaps,  it  was  also  a  demonstra- 
tion of  his  own  wealth,  princeliness  and  power  com- 
pared to  the  king's  relative  penury,  and  therefore, 
another  subtle  move  in  the  conflict  of  the  Duke  of 
Burgundy's  growing  rivalry  with  the  King  ot  France. 
If  this  was  so,  then  Philip  certainly  scored  a  triumph  ot 
propaganda  over  the  new  king,  when,  at  the  king's 
own  banquet  in  Paris,  among  the  'high  and  great 
magnificence'  shown  in  the  hall  of  the  palace,  there- 
was  a  tall  and  splendid  buffet  on  which  there  were 
beautiful  and  priceless  vessels.  "Hut",  as  Chastellain 
says,  'they  all  bore  the  arms  of  Burgundy,  and,  just 
imagine,  they  were  the  same  vessels  which  the  Duke 
had  given  to  the  king  at  his  coronation  in  Rheims'.25 


NOTES 

1.  G.  Chastellain,  'Oeuvres',  cd.  K.  de  Lcttenhove, 
Vol.  rv,  pp.  61-62. 

2.  B.  Prost,  'Inventaires  mobiliers  et  extraits  des  comptes 

des  Dues  de  Bourgogne,  Paris  1908/13,  n,  1226.  & 

3.  Ibid.,  1564s. 

4.  Ibid.,  2599. 

5.  Ibid.,  3476. 

6.  Le  comte  de  Laborde,  'Les  dues  de  Bourgogne,  Preuves', 
Paris,  1849/52, 1,  295-299. 

7.  Ibid.,  690.  The  steels  and  flints  were  devices  of  the 
Duke  of  Burgundy. 

8.  Ibid.,  1 1 55. 

9.  Prost,  op.  cit.,  1059. 

10.  Laborde,  op.  cit.,  77. 

11.  For  pouncing,  cf.  Laborde,  op.  cit.,  ni,  5498,  a  payment 
made  to  Anccllet  Veryns,  a  Parisian  goldsmith,  September 
1390,  by  Louis,  Duke  of  Orleans  for  making  twelve  little 
bells poinconnecs  for  sewing  to  the  duke's  clothes;  for  both 
pouncing  and  email  en  ronde  bosse,  cf.].  Guiffrey, 
'Inventaires  dejean  Due  de  Berry',  Paris,  1894, 1,  94, 

'a  small  gold  statue  of  Our  Lady,  "esmaillie  de  blanc"  . . . 
seated  on  a  silver-gilt  pounced  base,  with,  in  front,  a 
place  for  putting  the  relics,  and  two  angels  on  either  side, 
"ismaille  de  bleu"  '.  Given  by  the  Bishop  of  Limoges  to 
the  Duke  as  etrennes  1  January  1405 ;  for  plique  a  jour,  cf. 
Laborde,  op.  cit.,  5737,  'item,  a  gold  ewer  "a  esmaulx  rons, 
en  maniere  de  plique"  ' ;  for  cameos,  ibid.,  6072,  from  the 
inventory  dated  December  1408  of  possessions  of  the  late 
Duchess  of  Orleans,  Valentina  Visconti,  'a  reliquary  with 
the  relics  of  St.  Louis,  enamelled  with  a  crucifixion  on  the 
back  and  a  cameo  on  the  front;  Guiffrey,  op.  cit.,  172,  'a 
small  cameo  with  the  Annunciation' ;  for  rock  crystal, 
Laborde,  op.  cit.,  6109,  from  the  same  inventory  as  above, 
'a  large  silver-gilt  cross . . .  the  foot  of  the  above  mentioned 
cross  being  a  sepulchre  made  of  crystal';  Guiffrey,  op.  cit., 
1 13,  'a  holy  water  bucket  made  of  crystal  with  two 
silver-gilt  flying  serpents  forming  the  handle'. 

12.  O.  de  La  Marche,  'Memoires' m,  p.  56. 

1 3 .  Prost,  op .  cit. ,  3  3  72-3  3  74 . 

14.  Laborde,  op.  cit.,  1,  208. 

15.  Ibid.,  1 103, 1 106,  to  'ung  chevalier  Espaigne'  and 
an  envoy  of  the  Marquis  de  Bande. 

16.  M.  Quantin,  'Les  dues  de  Bourgogne  . . .  moeurs  et 
usages  (1374-1477)',  Revue  Catholique  de  Louvain,  1882, 
p.  771,  quoted  from  the  'Archives  du  Nord,  Series  b', 
Chambre  dc  Comptes  de  Lille,  1952. 

17.  Quoted  in  A.  Schultze,  'Deutsches  Lcben  im  xiv.  und  xv. 
Jahrhundcrt',  Vienna  1892,  p.  771. 

18.  O.  de  La  Marche,  op.  cit.,  Vol.  m,  p.  1 19. 

19.  Chastellain,  op.  cit.,  rv,  p.  139. 

20.  R.  F.  Burckhardt,  'Der  Basler  Munsterschatz',  Basle  1933, 
PP.  353-35S. 

21.  Laborde,  op.  cit.,  n,  4409. 

22.  Quintus  Curtius,  'Les  faiz  du  grant  Alexandre',/  1., 
Paris,  Bibliotheque  Nationale  MS./.22.547. 

23.  F.i33r,  Paris,  Musee  du  Petit  Palais,  MS.  Dutuit  456. 

24.  Chastellain,  op.  cit.,  m,  p.  92. 

25.  Ibid.,  rv,  pp.  85-86. 


Anna  Somers  Cocks  is  Assistant  Keeper, 

Department  ot  Metalwork. 

Victoria  and  Albert  Museum,  London. 


186 


A  double-portrait  by  Mcmlinc 

Lome  Campbell 


Coincidence  brought  the  two  halves  of  this  panel  together,  and  a  mischance  parted  them. 
There  are  few  surviving  examples  of  this  kind  of  fifteenth-century  portraiture,  but,  as  the 
author  points  out,  these  double-portraits  were  by  no  means  'not  exceptional  in  the 
Netherlands  in  the  fourteenth  and  fifteenth  centuries'. 


I.  A  reconstruction  of  the  double-portrait. 

Memlinc's  portrait  of  an  Old  Lady  (No.  3)  came 
to  light  at  the  Meazza  sale  in  Milan  in  1884. 
Having  belonged  to  three  French  collectors  and 
dealers,  it  was  acquired  for  the  Louvre  in  1908. 1  Mean- 
while a  very  similar  portrait  or  an  Old  Man  (No.  2)  had 
emerged  from  a  country  house  near  Danzig.  In  1896,  a 
Berlin  dealer  who  had  just  offered  it  unsuccessfully  to 
the  collector  Alfred  Thiem  and  who,  disappointed, 
was  taking  it  home  wrapped  in  old  newspaper,  hap- 
pened to  meet  the  Prussian  art  historian  Wilhelm  von 
Bode  on  a  train.  Bode,  having  examined  the  picture 
on  the  train,  immediately  arranged  for  its  purchase  by 
the  Kaiser-Friedrich-Museum-Vcrcin  for  the  Berlin 
Museum.2  It  was  quickly  realised  that  the  two  port- 
raits formed  a  pair,  and  the  owner  of  the  Old  Lady  lent 
his  picture  to  the  Berlin  Museum,  where  for  two  years 
it  was  exhibited  with  its  pendant.  The  Old  Lady  was 
later  offered  to  the  Berlin  Museum,  but  the  price  was 


considered  excessive  and  the  portrait  was  bought  for 
the  Louvre.3 

Though  it  has  always  been  recognised  that  the  two 
portraits  are  pendants,4  no-one  seems  previously  to 
have  noticed  that  they  are  the  two  halves  of  one  panel. 
This  can  be  demonstrated  by  comparing  photographs 
of  both  portraits  out  of  their  frames.  The  Berlin 
portrait  retains  its  unpainted  edges  except  on  the  right, 
the  Louvre  picture  except  on  the  left.  The  composi- 
tions of  the  two  paintings  are  continuous,  as  arc  the 
irregular  lines  of  the  unpainted  edges  along  the  tops 
and  bottoms  ot  the  two  portraits.  A  small  part  of  the 
sleeve  of  the  Old  Man  appears  in  the  lower  left-hand 
corner  of  the  Old  Lady.  The  original  picture  was 
therefore  a  double-portrait,  which  has  been  sawn  in 
two  (No.  t).  Perhaps  an  unscrupulous  dealer,  at  some 
unknown  date,  thought  that  two  single  portraits 
would  fetch  a  higher  price  than  one  double-portrait. 
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Very  few  double-portraits  have  survived  from  the 
fifteenth  century.  The  relatively  unimaginative  way  in 
which  Memlinc  composed  his  picture,  by  combining 
two  portraits  of  a  fairly  standard  type,  may  indicate 
that  he  was  unused  to  dealing  with  this  kind  of  compo- 
sitional problem.  (It  certainly  made  it  very  simple  to 
divide  his  double-portrait  into  two  pictures.)  There  is, 
however,  some  evidence  that  double-portraits  were  not 
exceptional  in  the  Netherlands  in  the  fourteenth  and 
fifteenth  centuries. 

Full-length  double-portraits  occurred  frequently  in 
portrait  series  of  members  of  the  ruling  dynasties, 
which  were  quite  a  common  form  of  decoration  in 
Netherlandish  civic  buildings  and  religious  found- 
ations.5 Apart  from  these,  van  Eyck's  'Artwlfini  Marriage 
seems  to  be  a  unique  instance  of  a  painted  double- 
portrait  in  full-length.  Tapestry  double-portraits,  on 
the  other  hand,  are  mentioned  in  inventories,  for 
example : 

Ung  grant  tappis  de  haulte-lice,  a  Moutons, 
oil  sont  pourtraiz  Madame  d'Artois  et 
Monseigneur  de  Flandres 

listed  in  the  1404  inventory  of  Philip  the  Bold's 
tapestries.6  The  persons  represented  were  Margaret  of 
France,  Countess  of  Artois,  who  died  in  1382,  and  her 
son  Louis  of  Male,  Count  of  Flanders,  who  died  in 
1384.  The  lost  tapestry  must  have  resembled  a  relief 
sculpture,  also  lost,  executed  by  Sluter  in  about  1 390  at 
the  Chateau  of  Germollcs  in  Burgundy.  This  repre- 
sented Philip  the  Bold  and  his  wife  Margaret  of 
Flanders  seated  under  an  elm  tree  and  surrounded  by  a 
flock  of  sheep.7  What  seems  to  be  the  only  surviving 
Netherlandish  tapestry  double-portrait  of  the  fifteenth 
century  is  preserved  in  the  Musee  des  Arts  decoratifs  111 
Paris.8  The  persons  represented  have  yet  to  be  con- 
vincingly identified.  A  few  fifteenth-century  group 
portraits,  paintings  and  tapestries,  are  described  in  in- 
ventories or  are  known  from  later  copies.9  In  this 
context,  Memlinc's  half-length  double-portrait  may 
appear  less  innovatory.  Conceivably  it  may  show 
something  of  his  German  origin,  for  full-length  and 
half-length   double-portraits   seem   to   have  been 
painted  quite  frequently  in  Germany  during  the 
second  half  of  the  fifteenth  century.10 

The  date  of  Memlinc's  double-portrait  is  a  matter  ot 
dispute.  The  relatively  fluid  technique  of  the  Old  Lady, 
which  is  better  preserved  than  the  Old  Man,  is  similar 
to  that  of  the  Young  Woman  dated  1480  in  the  Hospital 
of  St.  John  at  Bruges.  The  costume  of  the  sitters  is 
difficult  to  date.  Being  elderly,  they  arc  likely  to  have 
been  conservative  in  their  dress,  and,  if  that  is  taken 
into  account,  a  dating  of  about  1480  is  considered 
acceptable.11  The  marble  columns  framing  the  land- 
scape were  quite  often  included  by  Memlinc  at  about 
that  time  in  his  religious  paintings,  donor  portraits  and 
independent  portraits.12  In  enhancing  the  magnificence 
of  the  setting,  they  serve  a     nilar,  if  more  modest, 
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A  double-portrait  by  Memlinc 


Above  left. 

2.  Hans  Memlinc. 
An  Old  Man,  oak, 

34  X  29  cm. 
Dahlem  Museum, 
Berlin. 
Photograph : 
A.C.L.,  Brussels. 

Left. 

3.  Hans  Memlinc. 
An  Old  Lady,  oak, 

35  X  29.2  cm. 
Tlie  Louvre,  Paris. 
Photograph : 
A.C.L.,  Brussels. 


4.  Master  of  Frankfurt. 

The  Artist  and  his  Wife,  1496,  panel,  37.5  X  26  cm. 

Koninklijk  Museum  voor  schone  kunsten,  Antwerp. 

purpose  to  the  massive  columns  which  appear  in 
Titian's  portraits. 

If  this  dating  is  correct,  Memlinc's  double-portrait  is 
about  ten  or  twenty  years  earlier  than  the  only  other 
surviving  fifteenth-century  Netherlandish  double- 
portrait  in  half-length:  the  Artist  with  his  Wife  dated 
1496,  attributed  to  the  Master  of  Frankfurt,  which  was 
certainly  painted  at  Antwerp  and  which  wa  s  recently 
acquired  by  the  Antwerp  Museum  (No.  4). 13  Con- 
siderably less  well  drawn  than  the  Memlinc,  it  is  more 
ambitiously  composed.  Though  the  complexities  of 
its  iconography  have  still  to  be  unravelled,  it  stands  in 
closer  relation  than  the  Memlinc  to  the  great  Nether- 
landish double-  and  group-portraits  of  the  sixteenth 
century. 
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The  arms  and  weapons  of  Burgundy 
in  the  fifteenth  century 

Guy  Wilson 


The  study  of  Burgundian  arms  and  armour  is  made  difficult  by  die  very  small  number  of  surviving  pieces 
which  may  with  any  degree  of  certainty  be  attributed  to  Burgundy.  Apart  from  artillery,  few  weapons  are 
mentioned  by  the  chroniclers  as  being  among  the  booty  captured  by  the  Swiss  in  1476  after  the  battles  of 
Grandson  and  Murten  and  although  some  of  these  captured  cannon  survive  there  are  few  other  pieces  of  arms 
and  armour  which  can  definitely  be  attributed  to  the  Burgundian  Booty.1  Apart  from  some  painted  shields  it 
is  almost  impossible  to  attribute  either  armour  or  weapons  to  Burgundy  on  stylistic  grounds  for  there  is  little 
evidence  that  there  ever  was  a  recognisable  Burgundian  style  of  arms  and  armour,  Indeed,  with  very  few 
exceptions,  it  would  appear  that  the  Burgundians  used  the  same  types  of  weapons  and  armour  produced  in  the 
same  manufacturing  towns  as  did  their  European  enemies  and  allies.  But  if  surviving  Burgundian  pieces  are 
scarce,  much  detailed  information  about  Burgundian  arms  and  armour  can  be  found  in  surviving  Burgundian 
archives  which,  although  neglected  until  recently,  have  now  been  the  subject  of  detailed  research  by  Monsieur 
Claude  Gaier.2  It  is  only  his  work  which  makes  possible  a  survey  of  Burgundian  arms  and  armour  such  as  this. 


There  is  little  evidence  of  an  arms  industry  in 
Burgundy  itself  and  the  evidence  there  is 
suggests  that  it  was  based  upon  the  ducal  court 
and  manned  by  immigrant  workers.  As  early  as 
1371  oncjehan  de  Provins  was  working  in  Dijon, 
the  Burgundian  capital,3  and  in  the  fifteenth  cent- 
ury a  considerable  number  of  Brussels  workmen 
seem  to  have  moved  to  the  Burgundian  capital 
where  work  was  plentiful  and  many  of  these 
found  work  in  the  Duke's  court  itself.4  It  has  been 
suggested  that  Charles  the  Bold  established  an 
armour  workshop  of  his  own  at  Arbois  and  that 
he  brought  the  brothers  Gabrielle  and  Francesco 
Merate  from  Milan  to  take  charge  of  it.5  But 
there  is  no  evidence  for  a  workshop  at  Arbois 
during  his  reign,  and  certainly  the  Merate's  were 
not  associated  with  Arbois  before  April  1494/95 
when  Emperor  Maximilian,  now  overlord  of  the 
Burgundian  territories,  engaged  them  to  con- 
struct a  workshop  at  Arbois  where  they  were  to 
produce  for  him  armours  in  the  Burgundian 
style  marked  with  an  agreed  mark.6  This  refer- 
ence to  a  Burgundian  style  of  armour  is  interest- 
ing but  unfortunately  the  known,  marked, 
products  of  the  Arbois  workshop  are  all  generally 
Italian  in  style.7 

The  Dukes  of  Burgundy,  however,  did  not 
need  to  develop  a  native  Burgundian  arms  in- 
dustry, for  in  the  fifteenth  century  they  were 
overlords  of  the  Low  Countries,  where  there  was 
a  thriving  arms  industry  which  could  and  did 
supply  the  Burgundian  army  with  the  bulk  of  its 
requirements.  Brussels,  Liege  and  Malines  seem  to 
have  been  the  centres  of  the  armour  industry, 
although  the  Liege  industry  suffered  a  severe 
blow  after  the  unsuccessful  revolt  in  1467  when, 
as  part  of  a  harsh  sentence,  Charles  the  Bold  for- 
bade the  making  of  armour  in  the  city.8  Perhaps 
the  most  important  aspect  ot  the  arms  industry  in 
the  Low  Countries  was  the  product!  in  of  artillery 
of  all  sizes  from  hand  guns  to  large  bombards. 
Mons,  Malines  and  Bruges  seem  to  have  been  the 
great  centres  of  this  artillery  industry,  but  the 
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Dukes  of  Burgundy  frequently  obtained  guns 
from  Sluys,  Damme,  Binche,  Namur  and 
Tournai  as  well.  The  artillery  industry  of  this  area 
was  the  most  advanced  in  Europe  and  the  Dukes 
of  Burgundy  were  lucky  to  have  at  their  disposal 
such  craftsmen  as  Jehan  de  Malines,  Guillaume 
Maron  and  Jahan  Cambier.  The  evidence  suggests 
that  the  Dukes  did  all  in  their  power  to  stimulate 
this  industry  by  encouraging  and  promoting 
exports.  Certainly  Guillaume  Maron9  and  others 
seem  to  have  sold  cannon  to  almost  all  the 
monarchs  of  Europe  and  Claude  Gaier  has  sug- 
gested that  the  prodigious  gifts  of  artillery  distrib- 
uted by  the  Dukes  of  Burgundy  can  perhaps  be 
seen  as  sales  promotion  for  the  industry,  intended 
to  show  less  advanced  regions  what  could  be 
obtained  in  the  Law  Countries.10 

Despite  the  considerable  resources  of  the  arms 
and  armour  industry  of  the  Low  Countries,  the 
Dukes  ot  Burgundy  also  relied  heavily  on  im- 
ported armour  and  weapons  and,  naturally 
enough,  they  usually  bought  the  best  available. 
By  the  fifteenth  century  it  was  the  north  Italian 
towns,  especially  Milan,  which  had  developed  a 
reputation  for  producing  good  armour,  and  the 
'Italian  style'  was  to  reign  supreme  in  western 
Europe  for  over  one  hundred  years.  The  Dukes  of 
Burgundy  were  not  slow  to  appreciate  the  fine 
qualities  of  Italian  armour,  indeed  as  early  as  1379 
there  arc  records  of  imports  of  Italian  armour  into 
Burgundy.11  In  the  fifteenth  century  references 
to  Italian  armours  in  Burgundy  become  far  more 
common,  especially  as  gifts  from  the  Dukes  of 
Burgundy  to  other  rulers  whom  they  wished  to 


1 .  Portions  of  an  armour  bearing  the  mark 
ot  the  Arbois  workshop  founded  in  1494  s 
by  Gabrielle  and  Francesco  Merate.  It  was 
supposedly  found  in  the  moat  of  a  castle  near 
Besancon. 

Swiss  National  Museum,  Zurich. 


2.  A  composite  Milanese  armour  off.  1470 
with  .1  visored  sallet.  This  type  of  Italian  armour 
would  appear  to  have  been  very  popular 
in  Burgundy. 

The  Tower  of  London  Armouries  (11  16S). 


3.  A  Milanese  armet  of  the  mid-fifteenth  century. 
Helmets  such  as  this  were  frequently  worn  by  the 
Burgundian  heavy  cavalry. 
The  Wallace  Collection  (A152). 


B:low. 

5.  Peaked  sallet-,  may  have  been  something  of  a 
Flemish  speciality.  This  illustration  of  helmets 
from  Flanders  from  the  mid-sixteenth  century 
'Inventario  [lluminado'  of  the  possessions  of 
Emperor  Charles  v  shows  three  peaked  sallets. 


4.  A  sallet  of  the  second  half  of  the  fifteenth 
century.  It  is  stamped  with  a  crowned  orb  mark 
believed  to  be  that  of  an  Italian  armourer 
working  in  the  Low  Countries  (the  same  mark 
appears  on  an  armour  oi  Philip  the  Fair  in 
Madrid,  which  is  known  to  have  come  from 
Flanders).  The  position  of  the  pivot  holejust 
above  the  brow  suggests  that  this  helmet 
originally  had  a  peak  rather  than  a  visor. 
The  Wallace  Collection  (A20). 
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impress,  a  sure  sign  of  the  high  regard  in  which 
Italian  armour  now  stood  in  the  Burgundian 
court.12  The  use  of  Italian  armour  in  Burgundy 
became  even  more  common  under  Charles  the 
Bold,  who  frequently  used  Italian  mercenaries  in 
his  armies.  As  a  result  of  the  disaster  at  Grandson 
in  1476,  the  Duke  tried  to  re-equip  his  army 
largely  with  Italian  arms  and  armour  and  he 
asked  the  Duke  of  Milan  to  waive  the  usual 
customs  duties  and  bought  up  all  the  Milanese- 
cuirasses,  brigandines  and  sallets  he  could.13 
The  trade  with  Burgundy  was  so  good  that 
Milanese  armourers  often  came  to  work  111 
Burgundian  territory.  Some  came  only  tempor- 
arily like  Francis  Missaglia,  Francesco  Sforza's 
own  armourer,  who  came  to  Burgundy  to  make 
three  war  harnesses  for  Philip  the  Good  and  then 
returned  to  Milan.14  Many  others  set  up  work- 
shops in  the  thriving  cities  of  the  Low  Countries 
and  stayed  on,  men  like  Ambrose  Ruffin  a  mer- 
chant armourer  originally  of  Milan,  Martin 
Rondel,  also  from  Milan,  who  became  a  citizen  of 
Bruges  in  1464,  and  Balthazar  Corncto, 15  another 
Italian  armourer  resident  in  Bruges.  Under  the 
influence  of  Italian  craftsmen  such  as  these  and 
because  of  the  great  demand  for  Italian 
armours,  native  craftsmen  soon  began  to  work  in 
the  Italian  style,15  which  thus  came  to  dominate 
the  industry.  But  this  domination  was  by  no 
means  complete.  By  the  second  half  of  the 
fifteenth  century  a  distinctive  German  style  of 
armour  was  emerging,  a  style  which  seems  to 
have  found  favour  in  Liege  at  least.17  There  is 
some  evidence  to  suggest  that  German  armour 
was  used  by  the  Burgundian  army.  For  instance, 
in  1471,  the  Burgundian  men  of  arms  left  Arras 
armed  'a  la  mode  d'Allemagne'18  and  an  ordin- 
ance of  Charles  the  Bold  dated  1473  laid  down 
that  the  light  cavalry  of  his  army  should  be 
equipped  with  a  brigandine  split  at  the  collar 
'a  la  manniere  de  Alemaigne'.19  Certainly  the 
Burgundian  court  accounts  show  that  the  Dukes 
acquired  mail  from  Nuremberg  on  several 
occasions  during  the  fifteenth  century  and 
German  sword  blades  seem  to  have  been  much 
respected.20  Considerable  quantities  of  arms  and 
armour  were  also  imported  into  Burgundy  from 
France.  Little  is  known  of  the  French  arms  in- 
dustry during  the  fifteenth  century,  but  French 
armourers  had  a  considerable  reputation  at  the 
time  so  it  is  hardly  surprising  to  find  that  the 
Dukes  of  Burgundy  frequently  bought  both 
armour  and  weapons  in  Paris  and  that  Philip  the 
Good  even  employed  some  Parisian  armourers  at 
his  court.21 

The  Dukes  of  Burgundy  seem  to  have  acquired 
arms  and  armour  from  all  the  major  manufactur- 
ing areas  in  Western  Europe,  taking  the  best  that 
each  town  or  country  had  to  offer.  If  there  was 
anything  distinctive  about  Burgundian  arms  and 
armour  in  the  fifteenth  century  it  must  have  been 
its  high  quality.  If  the  writings  of  contemporary 
chroniclers  such  as  Olivier  de  la  Marche  and 
George  Chastellain  are  to  be  trusted,  it  would 
appear  that  the  armour  and  weapons  of  the 

6.  The  battle  of  Murten,  1476,  as  portrayed  in 
Diebold  Schilling's  'Amtlichc  Berner  Chronik' 
of  1484.  In  the  foreground  the  Burgundian 
cavalry  in  retreat.  They  wear  armets  or  kettle 
hats  and  full  body  armour.  Their  horses  are 
protected  by  bards.  To  the  left  the  Swiss 
overrun  a  gun  emplacement.  The  field  carriage 
should  be  compared  with  those  now  in 
La  Neuveville  Museum. 


7.  The  expedition  of  Duke  Charles  to  the 
Sundgauin  1474.  From  Diebold  Schilling's 
'Chronik  der  Burgunderkricge'  of  1480. 
All  the  soldiers  are  shown  wearing  sallets, 
some  with,  some  without  visors;  several 
arc  shown  without  leg  armour.  The  majority 
of  the  army  arc  cavalry  armed  with  lances,  but 
note  the  contingent  of  mounted  archers. 

Dukes  themselves  were  of  unparalleled  quality 
and  unsurpassed  luxury.  References  to  armour 
and  weapons  enriched  with  gilt  and  precious 
stones  are  frequently  found  both  in  chronicles 
and  the  Court  accounts.22  Most  of  these  were  the 
personal  property  of  the  Dukes  themselves,  like 
the  sword  of  Charles  the  Bold  lost  at  Grandson  in 
1476  which  according  to  contemporary  reports 
was  inlaid  with  rubies,  seven  great  diamonds  and 
fifteen  large  pearls.23  However,  such  luxury  was 
not  confined  only  to  the  Duke's  personal  arms. 
I' loops  armed  at  ducal  expense  were  also  often 
equipped  with  decorated  armour  and  weapons. 
Olivier  de  la  Marche,  describing  the  departure  of 
the  Luxemburg  expedition  in  144  ?  notes  that  the 


pages  wore  sallets  enriched  with  pearls  and  dia- 
monds 'dont  une  scule  estoit  estimee  valoir  cent 
mille  ecus  d'or'.24 

Such  extravagance  says  much  for  the  wealth 
and  power  of  the  Burgundian  Dukes,  but  ob- 
viously the  armour  and  equipment  of  the  great 
majority  of  the  Burgundian  army  was  vastly 
different.  How  exactly  were  they  armed  and 
equipped?  The  best  evidence  for  the  equipment 
of  the  Burgundian  army  in  the  middle  of  the 
fifteenth  century  comes  from  the  three  'grandes 
ordonances'25  published  in  147 1,  1472  and  1473 
by  Charles  the  Bold  to  regulate  and  codify  the 
organisation  of  his  'Compagnies  d'Ordonnance' 
which  he  hoped  would  be  the  foundation  of  a 
permanent  standing  army  to  replace  the  half 
feudal  and  half  mercenary  army  on  which  he  had 
had  to  rely  hitherto.  Caution  is  required  in  asses- 
sing the  value  of  these  ordinances  as  evidence  of 
what  was  used,  for  they  represent  an  ideal  picture 
of  the  armament  of  an  elite  corps.  Having  said 
that,  they  are  as  interesting  for  what  they  omit  as 
for  what  they  include.  For  instance,  the  armour  of 
the  men  at  arms,  the  heavy  cavalry,  is  given  as  a 
sallet  with  a  bevor,  or  a  barbut  (a  distinctively 
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8.  A  Burgundian  pavisc,  probably  captured  by 
the  Swiss  in  1476.  Made  of  wood  covered  with 
leather,  it  is  painted  with  the  arms  of  Burgundy 
Historical  Museum,  Bern. 


Italian  helmet  probably  popularised  in  Burgundy 
by  Charles'  Italian  mercenaries),26  a  gorget,  a 
complete  cuirass  (presumably  including  arm 
defences)  and  a  mail  skirt.  It  seems  strange  that  no 
mention  is  made  of  leg  defences  which  according 
to  contemporary  manuscript  illustrations  were  in 
use  by  the  Burgundians  at  the  time  of  the  Swiss 
wars.  It  is  perhaps  interesting  that  the  illustration 
of  Duke  Charles'  expedition  to  the  Sundau  in 
1474  from  Dicbold  Schilling's  'Chronik  de 
Burgunderkriege'27  shows  some  of  the  cavalry 
with  and  some  without  cuisses  and  greaves  pro- 
tecting the  legs.  This  illustration  also  shows  the 
cavalry  wearing  sallets  as  laid  down  by  Charles' 
ordinances,  whereas  all  the  illustrations  for  the 
third  volume  of  the  'Amtlichc  Bemer  Chronik'28 
which  was  finished  in  14X4  show  the  majority  of 
the  Burgundian  cavalry  wearing  armets,  close 
helmets  of  Italian  origin,  and  only  a  few  horse- 
men armed  with  sallets  or  kettle  hats.  Schilling's 
illustrations  also  show  that  many,  although  b\  no 
means  all,  of  the  Burgundian  cavalry's  horses 
were  themselves  armoured  and  Charles'  ordin- 


9.  The  defence  of  the  Laupcn  and  Gunnnen 
bridges  by  the  Bernese  in  1476.  An  illustration 
from  Dicbold  Schilling's  'Amtlichc  Bemer 
Chronik'.  As  so  many  times  during  the  Swiss 
wars  the  Burgundian  cavalry  armed  with  lances 
arc  here  pitted  against  the  Swiss  pikeinen. 
halbardiers  and  hand  gunners. 


ances  lay  down  that  the  men  of  arms  should  have 
horses  armoured  with  a  chanfron  and  bard 
capable  of  withstanding  and  breaking  a  lance. 
The  ordinances  show  that  the  infantry,  light 
cavalry  or  'coustillicrs'  and  the  mounted  archers 
and  crossbowmen  were  to  be  more  lightly 
armoured.  All  but  pikemen  and  mounted  cross- 
bowmen  were  to  be  armed  with  sallet  and  bevor; 
light  cavalry,  archers  and  crossbowmen  were  to 
wear  a  brigandinc29  (mounted  archers  could  wear 
a  jack  and  a  mail  shirt  if  they  preferred),  and  hand 
gunners  and  pikemen  were  to  have  a  mail  shirt 
and  breastplate.  Most  were  also  to  have  some 
plate  defence  for  the  fore-arm  and  cither  mail 
mittens  or  plate  gauntlets.  Pikemen,  however, 
were  only  to  have  plate  defences  on  their  right 
arms,  the  left  being  protected  by  a  targe.  It  is 
interesting  in  this  context  to  note  that  in  1474 
Charles  the  Bold  purchased  four  thousand  white 
and  blue  targes  decorated  with  the  Burgundian 
fire  steels  and  a  red  cross  of  Saint  Andrew.30 
These  might  well  have  been  intended  for  his 
companies  of  pikeinen. 


The  only  other  shield  still  in  regular  use  by  the 
Burgundian  troops  was  the  pavise,  a  large  shield 
of  leather-covered  wood  carried  by  many  cross- 
bowmen. It  had  already  become  obsolete  in 
Switzerland  and  Germany  but  was  still  in  use  in 
western  Europe  at  the  time  of  the  Swiss  wars. 
1  wo  captured  Burgundian  paviscs  are  preserved 
in  the  Historical  Museum  at  Bern.  They  are  o 
the  typical  western  Europeans  type  with  a  gentl 
convex  curve  to  the  surface  in  sharp  contrast  t 
the  pavisc  popular  in  Germanic  countries  whic 
had  a  pronounced  medial  ridge  of  some  width 

Perhaps  the  weapon  most  widely  used  in  th 
Burgundian  army  of  the  fifteenth  century  was  th 
sword,  for  ordinances  of  Charles  the  Bold  sugges 
that  all  his  troops  except  for  pikemen  were  su 
posed  to  carry  some  form  of  sword.  Unfortun 
atcly  no  indisputably  'Burgundian'  swords  sur 
vive,  or  if  any  do  survive  they  are  not  recognise 
as  Burgundian  for  the  simple  reason  that  there  i 
not,  as  far  as  we  know,  a  rccognisably  Burgun 
dian  type  of  sword.  Throughout  the  fiftecntl 
century,  the  Dukes  of  Burgundy  import! 
swords  from  throughout  Europe  for  their  owi 
and  their  troops  use.  As  early  as  1409  one  Mathy 
de  Sw:ertveghcr  (the  swordmaker)  of  Brussel 
sent  an  account  to  the  Duke  of  Burgundy  ask 
ing  payment  for  swords  from  Germany,  Passai 
and  Bordeaux,31  and  the  inventory  of  the  pos 
sessions  of  Philip  the  Good  drawn  up  in  142 
mentions  several  hunting  trousscs  of  Gcrina 
manufacture.  The  typical  sword  of  the  mid 
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fifteenth  century  had  a  double-edged  blade,  a 
simple  cross  hilt  with  the  quillons  either  straight 
or  curved  slightly  towards  the  point  of  the  blade 
and  a  pommel  often  in  the  shape  of  a  pear. 
Burgundian  miniatures  of  the  period  suggest  that 
the  Burgundian  army  may  have  favoured  swords 
with  disc-shaped,  as  well  as  pear-shaped,  pom- 
mels, for  swords  of  both  types  appear  frequently 
in  illustrations.32  The  Burgundians  also  used 
two-handed  swords,  although  they  do  not 
appear  to  have  been  as  popular  in  Burgundy  as  in 
Germanic  countries.  However,  as  early  as 
1427-1428  the  court  accounts  list  payments  to 
one  Joris  Fieret,  'joueur  de  l'epee  a  deux  mains',33 
and  Charles  the  Bold's  ordinances  recommended 
for  use  by  mounted  archers  'longues  epces  a 
deux-mains  bien  tranchants  et  royales  pour 
servir  d'estoc'.34  The  use  of  two-handed  swords 
b\  Burgundian  archers  is  confirmed  by  the  con- 
temporary chronicler  Jacques  du  Clerq.35  For  his 
men-at-arins  Charles  recommended  yet  another 
sword,  a  'long  cstoc  roide  et  legier',36  a  long, 
thrusting  sword  with  a  triangular  or  square 
sectioned  blade  and  a  sharp  point.  Because  this 
was  purely  a  thrusting  sword  Charles  suggested 
his  cavalry  should  also  be  armed  with  a  shorter 
cutting  sword,  a  'cousteau  taiilant,  pendant  au 
senestre  coste  de  la  selle'. 

As  well  as  swords  most  Burgundian  soldiers 
probably  carried  daggers,  but  there  is  no  evidence 
to  suggest  that  there  was  a  Burgundian  style  of 
dagger.  They  almost  certainly  used  the  rondel 
and  kidney  daggers  popular  throughout  Europe. 
Certainly  in  the  1430s  Philip  the  Good  possessed 
daggers,  made  as  near  home  as  Ghent  and 
Nivelles  and  as  far  away  as  Prague,  Bohemia  and 
Turkey.37  The  ordinances  of  Charles  lay  down 
that  daggers  should  be  carried  by  light  cavalry, 
!  archers  and  hand  gunners  and  when  any  further 
details  are  given,  daggers  with  double-edged 
blades  are  mentioned. 

The  main  arm  of  the  Burgundian  heavy 
cavalry,  as  of  all  cavalry  at  this  date,  was  the  lance, 
I  a  simple  and  effective  weapon  consisting  of  an 
iron  or  steel  head  of  triangular  section,  mounted 
I  on  a  wooden  haft,  probably  twelve  to  fourteen 
I  feet  long,  made  of  sycamore,  lime,  maple,  or 
j  pine,  the  last  being  the  most  popular.  The 
Burgundian  army  seems  to  have  obtained  most  of 
its  lances  in  the  Low  Countries,  from  towns  such 
as  Malincs  and  Bruges.38  According  to  Charles' 
ordinances  the  light  cavalry  was  to  be  armed  not 
I  with  a  lance  but  with  a  javeline  a  arret'.  It  has 
been  suggested  that  this  was  a  fletched  lance  or 
I  dart,39  but  it  was  almost  certainly  a  light  cross- 
||  barred  spear.  The  Burgundian  cavalry  also  used 
Twar  hammers  from  time  to  time,  and  they  were 
certainly  occasionally  equipped  with  the  'maillets 
de  plomb',40  which  appear  in  many  fifteenth- 
century  Burgundian  inventories  but  of  which  no 
description  survives.  The  vouge  is  another  start 
weapon  which  figures  prominently  in  Burgund- 
ian records,  and  it  would  appear  to  have  been 
regarded  essentially  as  a  weapon  for  dismounted 
cavalry  and  archers.  At  the  battle  of  Montlhery  in 
1465,  one  hundred  and  forty-four  vouges  were 
distributed  to  archers  and  men  at  arms  who  had 
broken  their  lances  and  other  staff  weapons,41 
and  in  1470  the  Burgundian  court  accounts  show 
a  payment  to  'Jacquemin  lc  provost  faiseur  de 
Vouges'  for  twenty-four  vouges  delivered  to  the 
Dukes  corps  of  archers.42 

The  Burgundian  infantry  used  a  variety  of 
Staff  weapons  but,  by  the  time  of  the  Swiss  Wars, 


the  pike  was  by  far  the  most  important.  The  pike 


10.  Painted  shield  of  the  late-fifteenth  century 
in  the  Flemish  'Burgundian'  style.  The  knight 
is  wearing  typical  armour  of  the  period  and  has 
a  large  cross-hiltcd  sword  at  his  waist.  On  the 
ground  at  his  feet  lie  his  armet,  gauntlets  and 
pollaxc.  The  shield  itself  seems  rather  impractical 
and  may  have  been  intended  as  a  tournament 
prize. 

The  British  Museum,  London. 

docs  not  seem  to  have  been  adopted  in  great 
numbers  in  Burgundy  until  the  middle  of  the 
century  but  as  early  as  1442  Philip  of  Burgundy 
could  issue  an  order  that  all  able-bodied  men  in 
the  manors  of  Yprcs,  Cassal  and  Bailleul  should 
be  armed  either  with  a  pike  or  with  a  Spanish 
bow.43  Most  of  the  pikes  used  by  the  Burgundian 
army  came  from  towns  in  the  Low  Countries 
such  as  Malincs,44  and  it  is  believed  that  these 
pikes  w:erc  considerably  shorter  than  the  eighteen 
foot  long  Swiss  pikes.45  Certainly  the  pikes  do 
not  appear  to  have  often  been  used  in  the  dense 
formations  beloved  of  the  Swiss.  The  1475 
Ordinance  of  Charles  the  Bold  suggests  that  the 
main  purpose  of  pikemen  in  the  Burgundian 
army  was  the  protection  of  the  archers,  for  it  lays 
dow  n  how  the  pikemen  should  form  a  screen  to 


protect  the  archers  from  enemy  cavalry.  This 
probably  explains  why  in  the  preparations  made 
for  a  proposed  Crusade  in  1455  the  Duke  of 
Burgundy  included  among  the  equipment 
necessary  for  his  six  thousand  archers,  twelve 
thousand  pikes  tipped  with  iron  at  both  ends. 
Certainly  at  the  battle  of  Brustem  in  1467  it  was 
the  Burgundian  pikemen  and  archers  who  to- 
gether overran  the  enemy  position. 

During  the  fifteenth  century  the  long  bow  was 
the  most  popular  projectile  weapon  in  the 
Burgundian  army.  The  Burgundians  seem  to 
have  learnt  of  the  effectiveness  of  this  simple 
weapon  from  the  English  in  the  fourteenth 
century  and  quickly  adopted  it  for  their  own 
troops.  The  earliest  mention  of  long  bows  in 
Burgundy  seems  to  be  in  1387  when  the  receipts 
of  artillery  include  bows  of  yew,  some  painted, 
others  not.47  In  Europe  in  the  fifteenth  century 
the  most  popular  wood  for  bow  staves  was 
Portuguese  yew  and  the  Burgundian  court 
accounts  record  frequent  and  large  imports  of 
this  wood.48  Each  archer  was  equipped  with  a 
sheath  of  arrows,  the  number  of  arrows  per 
sheath  varying  in  the  fifteenth  century  between 
eighteen  and  thirty.49  The  arrows  themselves 
were  generally  fletched  cither  with  swan,  pea- 
cock or  chicken  feathers,  and  tipped  with  a  good 
quality  iron  head.  During  the  reign  of  Philip  the 
Good  Rouen  iron  was  especially  favoured  for 
making  strong  arrow  heads.50  Diebold  Schilling 
claims  that  after  the  battle  of  Grandson,  barrels  of 
arrows  with  poisoned  tips  were  found  in  the 
Burgundian  camp,51  but  there  is  no  other  evid- 
ence to  suggest  that  the  Burgundians  ever  used 
poisoned  arrows. 

The  Burgundian  army  of  the  fifteenth  century 
also  contained  companies  of  crossbowmcn,  but 
they  were  not  nearly  as  numerous  or  important 
as  the  companies  of  archers  who  formed  the 
backbone  of  the  infantry.  Thus,  compared  with 
the  thirty-six  thousand  long  bows  required  in 
1455  for  the  proposed  Crusade,  only  two  hundred 
crossbows  were  deemed  necessary.52  Burgundian 
records  suggest  that  the  crossbow  was  regarded 
essentially  as  a  wall  piece  for  garrison  use  rather 
than  as  a  weapon  for  use  in  the  open  field.  Never- 
theless the  crossbows  used  by  the  Burgundians  at 
the  time  of  the  Swiss  wars  w-ere  among  the  best 
in  Europe,  for  the  Dukes  of  Burgundy  had  been 
among  the  first  to  appreciate  the  importance  of 
the  steel-bowed  crossbows  which  first  appeared 
in  the  fourteenth  century.  By  the  1440s  Philip  the 
Good  was  buying  steel  crossbows  in  large 
quantities  to  replace  the  less  powerful  composite 
and  wood  bows  used  up  till  then.53  It  is  possible 
that  the  steel  crossbow  was  a  Genoese  invention, 
tor  early  references  to  steel  bows  often  include 
phrases  like  'a  le  tacon  de  Genes'.54  Certainly 
Genoese  merchants  were  selling  great  numbers  of 
Genoese-made  crossbows  in  the  Low  Countries 
in  the  late  fourteenth  and  early-fifteenth  cen- 
turies, but  Flemish  craftsmen  soon  learnt  to 
produce  steel  bows  themselves  and  during  the 
1460s  and  1470s  some  of  the  best  makers  of  steel 
crossbows  were  those  working  for  the  Duke  of 
Burgundy  at  Lille  and  Tournai.55 

The  Burgundian  infantry  was  also  equipped 
with  firearms.  Hand-guns  were  included  amongst 


II.  An  Italian  sword,  c.  1460,  the  pommel  of  fish 
tail  form,  it  is  a  typical  sword  of  the  late  fifteenth 
century.  O    The  Wallace 

Collection  (a  466). 
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13.  The  Bombard,  Moils  Meg,  at  Edinburgh 
Castle.  A  wrought-iron  gun  of  built-up 
construction  which  was  given  to  James  11  by 
Philip  the  Good  of  Burgundy  in  1457.  The 
present  wooden  carriage  was  made  in  1934. 


14.  A  bronze  cannon  2.45  metres  long  with  a 
calibre  of  23  cm.  It  bears  the  arms  and  addorsed 
monogram  of  Charles  the  Bold,  the  name  of 
the  maker,  Jehan  de  Malines,  and  the  date  of 
founding,  1474.  Historical  Museum,  Basel. 
Photograph :  Historical  Museum,  Bern. 
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Left. 

12.  The  burst  barrel  of  a  fifteenth-century 
hand-gun  of  13  mm.  calibre, 
recently  discovered  at  Onnens 
near  Grandson,  Switzerland. 
Musce  du  Chateau  de  Grandson. 
Photograph:  Schwciz  Waffeninstitut. 

the  weapons  gathered  for  the  proposed  Crusade 
of  1455  and  troops  equipped  with  guns  are  known 
to  have  taken  part  in  the  fighting  at  Dinant  in  1466 
and  Liege  in  1467. 55  Couleuvriniers  were  among 
the  troops  specified  in  Charles  the  Bold's  ordin- 
ances of  1471-1475,  and  Olivier  de  la  Marche 
mentions  the  presence  of  many  hand-guns  in  the 
Burgundian  army  in  1476.  Liege  seems  to  have 
been  one  of  the  great  centres  for  the  production 
of  hand-guns  and  as  early  as  1430  Philip  the  Good 
had  engaged  in  his  service  three  Liege  hand-gun 
makers.57  By  the  middle  of  the  fifteenth  century 
the  hand-gun  was  quite  a  serviceable  weapon 
with  a  rudimentary  matchlock  mechanism  and 
wooden  stock  that  could  be  held  comfortably  to 
the  cheek  or  shoulder.  The  barrel  of  a  hand-gun 
has  recently  been  found  at  the  village  of  Onnens 
near  Grandson,  on  the  route  of  the  Burgundian 
armies  retreat  after  their  defeat  in  1476.  It  almost 
certainly  dates  from  that  time,  but  whether-it  is 
Burgundian  or  Swiss  it  is  impossible  to  say.  It  has 
pierced  lugs  on  the  bottom  of  the  barrel  for  the 
attachment  of  the  stock,  and,  on  the  right  side  of 
the  breech,  a  touch-hole  beneath  which  is  a  pan 
to  contain  the  powder.58  It  would  appear  typical 
of  the  hand-guns  used  by  both  sides  and  so  fre- 
quently illustrated  in  the  chronicles  of  Dicbold 
Schilling.  Burgundian  records  also  make  frequent 
mention  of 'couleuvrines  a  croc',  hand-guns  with 
hooks  beneath  the  barrel  probably  for  hooking 
over  a  wall  to  reduce  recoil.  These  seem  to  have 
been  heavier  than  the  ordinary  hand-guns  and 
often  appear  to  have  been  intended  for  garrison 
use.59  However,  with  the  aid  of  a  tripod  they 
could  also  be  used  in  the  field. 

The  Dukes  of  Burgundy  in  the  fifteenth  cen- 
tury seem  to  have  been  pioneers  of  the  use  of 
artillery  on  the  battlefield.  Certainly  Charles  the 
Bold  used  massed  artillery  in  all  his  battles  against 
the  Swiss60  and  Olivier  de  lc  Marche  says  he  had 
three  hundred  field  cannon  at  his  disposal  in  1470. 
However,  the  Burgundian  court  records  show 
that  large  numbers  of  cannon  were  in  use  by  the 
Burgundian  army  well  before  this.  For  instance, 
in  1442  Duke  Philip  had  in  his  army  at  Dijon  a 
total  of  fifty-six  pieces  of  artillery,61  and  as  early 
as  1406,  for  the  campaign  in  Picardy  against  the 
English,  the  Duke  had  at  least  twenty-one 
cannon  available  for  use.62  These  cannon  varied 
in  size  from  the  large  bombards  needed  to  batter 
down  the  walls  of  besieged  towns  and  castles  to 
small,  highly  manoeuverable  guns,  for  use  in  the 
field.  By  the  1430s  references  to  bombards  arc 
becoming  frequent,  but  it  seems  that  at  the  very 
beginning  of  the  century  the  old  stone  throwing 
machines  were  still  in  use  for  siege  work.  Cer- 
tainly two  large  trcbuchets  were  used  by  the 
Marshal  of  Burgundy  in  the  siege  of  Vellcxon  in 
1 409. 63  The  great  bombards  of  the  fifteenth 
century  appear  to  have  been  made  of  cither 
wrought-iron  or  brass  and  could  be  either  breech- 
or  muzzle-loading.54  The  Dukes  of  Burgundy 
were  fortunate  in  having  at  their  disposal  in  their 
Low  Countries  provinces  the  best  cannon-makers 
in  Europe  and  it  seems  that  they  took  full 
advantage  of  their  good  fortune.  Apart  from 
bombards  they  used  large  numbers  of  mortars, 


usually  cast,  and  many  different  types  of  smaller 
cannon.  These  smaller  cannon  had  a  variety  of 
names  -  vcuglaires,  crapadaux,  courtauts,  serpentines 
and  couleuvrines  being  perhaps  the  most  common. 
It  appears  that  the  serpentines  and  culverins  were 
probably  the  light  field  pieces,  the  others  medium 
artillery  for  siege  work.  Surviving  examples 
show  that  by  the  time  of  Charles  the  Bold  both 


15.  A  Burgundian  cannon,  supposedly  mounted 
on  its  original  carriage.  The  wrought  iron  barrel 
is  1.58  metres  long  and  has  a  calibre  of  7.5  cm. 
Typical  of  the  light  field  pieces  of  Charles  the 
Bold's  army,  it  was  captured  by  the  Swiss  as 
part  of  the  Burgundian  Booty. 
La  Neuveuille  Museum. 
Photograph :  Historical  Museum,  Bern. 
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wrought-iron  and  cast-brass  cannon  were  in 
common  use  and  there  are  references  to  cast  guns 
from  early  in  the  fifteenth  century.65  It  would 
appear  that  leather  cannon  were  also  used  by  the 
Burgundian  Dukes  earlier  in  the  fifteenth  cen- 
tury.66 Several  of  the  captured  Burgundian  field 
pieces  now  preserved  in  the  museum  at  La 
Ncuvcvillc  are  still  mounted  on  what  are  sup- 
posedly their  original  field  carriages  which  show 
clearly  how  mobile  these  early  field  pieces  w  ere. 
But  however  sophisticated  the  cannon  of  the 
fifteenth  century  were,  they  were  still  unreliable 
and  contemporary  chroniclers  make  frequent 
mention  of  Burgundian  artillery  blowing  up 
while  in  use.  As  to  ammunition,  during  the  first 
half  of  the  fifteenth  century  most  of  the  Burgund- 
ian artillery  seem  to  have  used  stone  cannon  balls 
although  there  are  references  to  lead  balls  from  as 
early  as  I443,67  but  it  seems  that  by  the  time  of 
the  Swiss  wars  cast-iron  balls  were  also  in  use.68 

The  Burgundian  army  of  the  fifteenth  century 
was  one  of  the  best  equipped  forces  of  its  time. 
The  Dukes  had  sufficient  monetary  resources  to 
be  able  to  purchase  for  their  troops  the  best 
weapons  and  armour  available.  But  good  equip- 
ment on  its  own  does  not  win  battles  and  the 
Burgundian  army  came  to  grief  in  the  Swiss 
wars  because  it  met  an  army  which,  if  not  better 
equipped,  was  certainly  better  organised  and 
better  led  and  which,  most  important  of  all,  used 
better  tactics  on  the  battlefield. 
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The  Art  of  the  Miniature 
in  the  southern  Netherlands 

during  the  fourteenth  and  the  beginning  of  the  fifteenth  century 

Georges  Dogaer 

Unlike  the  art  of  the  miniature  in  the  southern  Netherlands  during  the  fifteenth  century 
which  flourished  under  Burgundian  patronage,  that  of  the  fourteenth  century  has  never  been 
extensively  studied.  Indeed,  very  few  examples  of  the  illustration  of  books  during  the  period 
have  survived  to  the  present  day,  so  it  has  never  been  possible  to  offer  a  comprehensive  view 
of  its  development.  It  should  be  recognised,  though,  that  miniature  painting  did  occupy  a 
central  position  in  the  art  of  the  time,  since  painting  on  panel  was  only  to  develop  in  the 
southern  Netherlands  at  the  end  of  the  fourteenth  century  in  the  hands  of  the  great 
Flemish  primitives. 

The  art  of  the  miniature  in  Flanders  closely 
reflected  French  influences  during  the  fourteenth 
century.  This  is  hardly  surprising,  since  France  and 
especially  Paris,  situated  in  the  heart  of  the  lie  de 
France,  dominated  the  artistic  fashions  of  the  century. 
The  leading  miniaturist  there,  during  the  first  halt  of 
the  fourteenth  century,  was  Jean  Pucellc;  his  miniatures 
are  characterised  by  the  slender  proportions  of  the 
figures  portrayed  and  the  graceful  yet  mannered 
sense  of  movement  which  is  conveyed  by  their  posi- 
tions. The  Border  decoration  of  his  miniatures  grew 
increasingly  complex  and  eventually  developed  into  a 
very  striking  framing  device. 

The  miniaturists  of  the  southern  Netherlands 
remained  very  much  in  the  shadow  of  the  French 
practitioners  of  the  art,  as  wc  can  sec  from  two  early 
fourteenth-century  liturgical  manuscripts.  A  missal 
from  the  Benedictine  Abbey  of  St.  Laurentius  in 
Liege,  dating  from  the  early  fourteenth  century 
(No.  i),1  contains  a  Calvary  which  has  stylistic 
similarities  to  another  Calvary  in  a  Ghent  ceremonial 
(No.  2)-  which  was  copied  in  1322  for  the  Abbey  of 
St.  Peter  s  in  Ghent.  In  the  canon  plate  of  the  Brussels 
manuscript  Christ  is  shown  on  the  Cross,  with  Sain 
John  the  Evangelist  on  His  left  and  the  Virgin  Mary  on 
His  right.  Christ  hangs  from  a  very  high,  light-green 
cross,  which  breaks  the  border  at  the  top.  Such  narrow 
crosses  are  characteristic  of  the  period,  which  saw  a 
gradual  development  towards  higher  and  narrower 
1 1  < >ssi s.  Ilk'  tlead  Christ  lianas  from  the  cross,  with  a 
red  and  light-blue  perizonium  covering  both  his  knees 

1.  'The  Calvary',  Missal  from  the  Benedictine  Abbey 
of  St.  Jacques  in  Liege,  early  fourteenth  century. 
Albert  1  Royal  Library,  Brussels. 

Colour. 

The  procession  of  the  Flagellants, 
'( )euvres  poetiques',  Gilles  Li  Muisis, 
Tournai,  c.  1350. 
Albert  1  Royal  Library,  Brussels. 
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2.  Initial  with  Moses 
and  the  two  stone 
tablets,  ceremonial 
copied  in  1332  for  the 
Abbey  of  St.  Peter 
in  Ghent. 
University  Library, 
'  Ghent. 


3.  The  Abbot  Gilles 
Li  Muisis  addressing 
some  nuns, 
'Oeuvres  poetiques' 
by  Gilles  Li  Muisis, 
Tournai,  c.  1350. 
Albert  I  Royal  Library, 
Brussels. 
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and  falling  in  a  number  of  folds  to  just  above  tbe  two 
feet.  The  left  hip  sticks  out  slightly,  while  the  upper 
part  of  the  body  leans  in  the  opposite  direction,  creat- 
ing an  s-shape.  Characteristic,  too,  are  the  thin  arms 
and  narrow  fingers  which  are  spread  out  and  nailedTo 
the  cross.  The  whole,  symmetrical  composition  is 
painted  on  a  ground  which  is  partly  dark-blue,  partly 
pink  in  colour.  The  four  evangelists  appear  in  the  four 
corners  of  the  canon  plate,  while  the  Synagogue  and 
the  Church  are  represented  half-way  up  the  frame,  the 
respective  symbols  of  the  Old  and  New  Testaments. 

The  provincial  nature  of  Flemish  illumination 
becomes  apparent  from  an  examination  of  some 
manuscripts  which,  according  to  Lyna,  were  probably 
executed  in  Brabant  during  the  second  quarter  of  the 
fourteenth  century.  The  most  important  manuscript 
in  this  group  is  a  collection  of  legends  in  two  parts 
which  comes  from  the  Carthusian  monastery  of 
Zelem  near  Diest.  The  beautiful  opening  miniature, 
which  shows  scenes  from  the  life  of  Christ,  is  especi- 
ally notable  for  its  wealth  of  architectural  motifs: 
columns,  arches  and  pinnacles.  The  figures,  however, 
tend  to  be  over-large  and  rather  broad,  and  do  not 
seem  to  have  been  drawn  with  very  much  care.3 

From  the  second  half  of  the  fourteenth  century 
onwards,  some  half-hearted  attempts  were  made  to 
achieve  a  three-dimensional  effect.  Greater  care  was 
taken  to  make  the  figures  more  realistic,  especially  in 
the  treatment  of  clothing  and  the  shaping  of  faces. 
From  c.  1350  the  framing  device  began  to  be  treated 
much  more  as  a  whole;  foliage  motifs  were  used  much 
more  extensively,  and  here  and  there  a  modest  flower 
began  to  make  an  appearance.  The  margins  of  the 
leaves  are  often  decorated  with  satirical  and  humorous 
motifs  borrowed  from  English  miniature  art.  Even 
though  the  subject  of  the  miniature  itself  would 
usually  be  of  religious  significance,  the  margins 
presented  the  miniaturist  with  the  opportunity  of 
showing  scenes  from  daily  life  in  which  there  was 
often  a  strong  element  of  caricature.  A  familiar  motif 
in  this  context  is  the  depiction  of  animals  imitating 
human  beings  in  their  activities.  A  remarkable  example 
can  be  found  in  the  margin  work  of  an  illuminated 
'Histoire  d' Alexandre'4  by  the  otherwise  unknown^ 
Jehan  de  Grise. 

Another  miniaturist  who  worked  about  the  middle 
of  the  fourteenth  century  was  Pierart  dou  Tielt,  whose 
'Queste  de  Saint-Graal'5  was  finished  in  135 1.  He  is 
also  thought  to  have  been  responsible  for  the  minia- 
tures in  a  number  of  contemporary  manuscripts 
containing  historical  writings  and  poetry  by  Gilles  Li 
Muisis,  Abbot  of  the  Benedictine  abbey  at  Tournai 
(No.  3).  The  scenes  in  these  codices  are  drawn  from 
events  in  the  contemporary  history  of  Tournai.6 

Of  slightly  later  date  is  an  abundantly  decorated 
breviary,7  the  calendar  of  which  is  decorated  with 
figures  of  Ghent  saints  (No.  6).  This  colourful  manu-  j 
script  was  destined  for  Louis  of  Male,  Count  of 
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4.  Charlemagne  issuing  instructions  to  his  subjects  and  Louis  le  Debonnaire  crowned  by  the  Pope. 

'Grandcs  Chroniqucs  dc  France',  Brabant,  second  quarter  of  the  fourteenth  century.  Albert  i  Royal  Library,  Brussels. 
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5.  Manuscript  depicting  God  the  Father  seated  with  Christ 
on  the  Cross  in  His  hands;  on  His  right  is  the  Virgin,  Saint 
Benedictus  and  three  angels;  on  His  left  is  Saint  Martin,  who 
is  sharing  his  coat,  and  an  angel ;  below  is  Christ  surrounded  by 
saints,  while  to  the  left  is  the  kneeling  Abbot  Gilles  Li  Muisis. 
Albert  1  Royal  Library,  Brussels. 
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6.  David  fighting  the  lion, 
border  decorations  with  drolleries, 
Book  of  Hours  of  Louis  of  Male, 
Count  of  Flanders,  Flanders  after  1357. 
Albert  1  Royal  Library,  Brussels. 

Flanders,  and  his  wife,  Margarcta  of  Brabant.  The  brev- 
iary is  especially  noteworthy  for  its  well-filled  mar- 
gins, which  contain  many  humorous  little  scenes,  its 
large  initial  letters  and  the  alternate  filling  of  lines  after 
the  English  fashion.  A  missal  from  the  same  atelier  con- 
tained a  Liege  calendar,  the  illuminator  of  which  is 
erroneously  called  the  Master  of  Louis  van  Malle  after 
his  presumed  employer  (No.  7). 8  It  seems  more  likely 
that  his  employer  was  someone  from  the  Liege  region. 
The  large  canon  plate  showing  the  Calvary  is  in  any 
case  rather  dully  executed;  the  representation  of  the 
months  in  small  medallions  is,  on  the  other  hand,  more 
colourful. 

The  art  of  the  miniature  from  1375  to  1420  was 
dominated  by  the  so-called  International  Style,  then 
practised  in  many  European  countries.  The  two 
dominant  characteristics  of  the  style  were  an  increas- 
ing refinement,  which  reflected  the  developing  tastes 
:>f  the  royal  bibliophiles  and  their  courtiers,  and  a 


7.  A  Priest  saying  Mass, 

border  decorations  with  drolleries, 

Missal,  c.  1360. 

Albert  1  Royal  Library,  Brussels. 

tentative  realism  in  the  representation  of  figures  and 
landscape.  This  refined,  mannerist  style,  typical  of  the 
French  courts,  attracted  many  Flemish  artists,  and 
many  -  miniaturists  as  well  as  panel  painters,  sculptors 
and  carpet  weavers  -  went  south. 

The  striving  towards  greater  realism  can  be  seen  in 
a  number  of  rare  manuscripts  dating  from  around  1400 
in  which  the  miniaturists  seem  to  have  been  especially 
concerned  with  the  representation  of  figures  and  land- 
scape, and  the  achievement  of  realism  does  seem  to 
have  been  a  conscious  intention.  An  excellent  example 
of  this  is  the  illustration  of  a  beautiful  manuscript  of 
Guillaumc  de  Digullevilles'  pilgrimages.9  It  is  very 
evident  that  great  care  has  been  taken  over  the  execu- 
tion of  the  miniatures  in  these  'Pelerinages',  making 
this  codex  one  of  the  outstanding  examples  of  Western 
book  illumination.  The  artist  clearly  had  an  eye  for 
realism  and  many  of  the  characters  are  shown  in 
caricature.  Some  of  the  scenes,  especially  the  gruesome 
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io.  Departure  oj  the  boatman  who  has  taken 
Saint  John  to  his  place  of  exile; 
an  angel  hands  him  a  roll  of  parchment 
on  which  to  write  down  his  visions', 
Apocalypse,  West  Flanders,  c.  1400. 
Bibliotheque  Xationale,  Paris. 


8.  Hell,  'Pelerinages',  by  Guillaume  de  Digulleville,  c.  1400. 
Albert  1  Royal  Library. 


vision  of  Hell,  would  not  be  out  of  place  in  paintings 
by  Boscb  or  Breughel  (No.  S). 

There  is  a  Middlc-I  )utch  illustrated  version  of  the 
Apocalypse  in  the  Bibliotheque  Nationale  in  Paris 
(No.  10), 10  of  which  folios  1-23  have  a  miniature  on 
the  obverse  and  a  chapter  from  the  'Revelation  of  St. 
John'  on  the  reverse  side.  On  the  evidence  of  the 
costumes,  this  manuscript  could  also  be  dated  c.  1400; 
it  is  particularly  interesting  since  the  work  of  two 
artists  can  be  discerned  in  the  miniatures.  The  scenes 
shown  in  the  work  of  the  first  artist  arc  treated  with 
notable  flair  and  imagination;  there  is  a  boldness  in 
their  execution,  which  is  especially  notable  in  the 
attitude  of  the  human  figures.  On  some  folios  several 
scenes  arc  shown  together  in  a  single  miniature.  The 
work  attributed  to  the  second  artist  reveals  that  he  was 
significantly  less  able. 

Another  manuscript  showing  these  characteristics 
is  a  collection  of  writings,  including  some  religious 
texts,  from  the  monastery  of  Arnstein  on  Lahn  (No. 
9). 11  The  illustration  consists  of  inserted  grisailles  and 
pen  drawings  heightened  with  colour  by  various  artists. 


A  'Somme  le  Roi'  of  Laurent  du  Bois  (No.  n),12 
which  was  copied  in  141 5  according  to  the  colophon, 
contains  -  like  the  other  illuminated  copies  of  this  work 
-  fifteen  scenes  which  are  a  cross  between  a  pen  draw- 
ing heightened  with  some  colour  and  a  grisaille.  The 
balanced  quality  of  the  composition,  the  sensitivity  of 
the  drawing  and  the  attractive  application  of  colour 
make  this  manuscript  an  outstanding  work  of  art;  the 
realism  of  the  individual  characters  is  sometimes  brutal. 
According  to  E.  Panofsky,  an  astrological  treatise13 
produced  in  Bruges  before  1403  is  closely  related  to 
this  'Somme';  it  is  decorated  in  a  similar  way,  both  in 
the  realistic  depiction  of  the  characters  and  in  the  tones 
of  the  colours. 1 4 

Probably  about  the  same  time  an  anonymous  artist, 
the  so-called  Master  of  the  Golden  Tendrils,  was 
active  in  Bruges;  he  is  named  after  a  recurrent  motif  in 


9.  God  gives  Moses  the  stone  tablets, 
collected  writings,  Flanders,  c.  1410. 
Hessisches  Hauptstaatsarchiv,  Wiesbaden. 
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II.  Prouesse,  Parcsse,  Dai'idand  Goliath,  and  Labour, 
'Somme  ie  Roi'  by  Laurent  Du  Bois,  Flanders,  1415. 
Albert  I  Royal  Library,  Brussels. 

his  miniatures  of  gilt  tendrils  painted  on  a  plain  ground. 
His  characters  are  still  virtually  featureless,  while  the 
draperies  are  conventionally  represented  with  little 
relief.  Judging  from  the  border  decoration,  one  of  his 
oldest  works  is  a  Middle-Dutch  prayer-book  (No.  12), 
dated  shortly  after  1400, 15  in  which  the  border  decor- 


ation consists  of  golden  foliage  and  flowers.  Acanthi, 
which  only  appeared  after  1410  in  manuscripts  from 
the  southern  Netherlands,  are  still  absent. 

An  interesting  anonymous  artist  of  the  period  -  he 
was  still  active  during  the  1430s  -  is  undoubtedly  the 
Master  of  Guillebert  de  Mctz,  so  called  after  the 
copyist  who  signed  a  'Decameron'  by  his  own  hand.16 
His  hand  can  also  be  seen  in  a  manuscript  collection  of 
six  works,  including  'L'Epitre  d'Othea'  of  Christine 
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12.  Prayer  Book,  West  Flanders, 

shortly  after  1400. 

Albert  1  Royal  Library,  Brussels. 

de  Pisan  (No.  13). 17  The  miniature  in  the  title  page, 
representing  Justice  between  Mercy  and  Knowledge, 
is  an  example  of  symmetrical  composition  which  was 
ascribed  by  the  German  art  historian  Winkler  to  the 
Master  of  Guillcbert  de  Metz.  The  border  decoration 
by  this  artist  are  characterised  by  the  angular,  spiky, 
though  softly  coloured,  acanthus  leaves  in  the  corners 
of  the  margins.  Original  grotesque  elements  are  also 
incorporated  among  the  leaves. 

The  art  of  the  miniature  in  the  southern  Netherlands 
during  the  fourteenth  and  the  early  part  of  the  fifteenth 
century,  then,  remained  very  much  under  the  influence 
of  French  book  illumination.  It  was  a  provincial  ex- 
tension of  the  main  French  tradition,  and  only  a  few 
examples  can  be  ascribed  to  localities  with  any  pre- 
cision. Here  and  there,  though,  among  this  relatively 
small  number  of  manuscripts  can  be  found  miniatures 
whose  sense  of  realism  is  particularly  striking  and 
which  seem  to  have  the  van  Eyckian  grasp  of  reality 
and  also  hint  at  the  world  of  Bosch  and  Breughel.  It 
was  only  about  the  middle  of  the  fifteenth  century  that 
book  illumination  in  the  southern  Netherlands  freed 
itself  from  the  influence  of  French  miniature  art, 
beginning  a  new  era  under  the  patronage  of  Philip  the 
Good  of  Burgundy. 

Georges  Dogaer  is  Curator, 
Department  of  Manuscripts, 
Albert  1  Royal  Library,  Brussels. 

Translation  by  Danielle  Adkinson 
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13.  Justice  between  Mercy  and  Knowledge, 
'L'Epitre  d'Othea'  Christine  de  Pisan, 
Flanders,  after  1434. 
Albert  1  Royal  Library,  Brussels. 
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1.  Brussels,  Albert  1  Royal  Library,  iv  1045,  f.  37V0. 
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'Histoire  Ancienne'  (hs.  9104-05)  in  the  Albert  1  Royal 
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America 

Joseph  T.  Butler 

TREASURES  FOR  TOLEDO 

The  Toledo  Museum  of  Art's  (Ohio)  inter- 
national reputation  as  one  of  the  world's  great 
collecting  museums  was  recently  dramatised  in 
its  special  seventy-fifth  anniversary  exhibition 
'Treasures  for  Toledo',  which  focused  attention 
on  more  than  one  hundred  and  fifty  of  the  nine 
hundred  and  seventy  six  works  of  art  acquired 
by  the  museum  during  the  past  seven  years.  The 
exhibition  also  revealed  more  than  sixty  new 
acquisitions  which  have  never  before  been  shown 
publicly.  These  include  a  recently  discovered 
masterpiece  by  Nicolas  Poussin,  an  outstanding 
mediaeval  Italian  altarpiece  panel,  rare  English 
silver  from  the  age  of  Shakespeare,  major 
examples  of  sculpture,  furniture,  mctalwork, 
glass  and  prints,  as  well  as  modem  and  contem- 
porary paintings  by  Kokoschka,  Rauschenberg 
and  Estes. 

Toledo's  collections  of  European  paintings, 
sculpture  and  Decorative  Arts  is  enhanced  by 
many  new  accessions.  Among  Italian  works  is  an 
altarpiece  panel  of  the  Madonna  and  Child  by 
Lorenzo  Monaco.  Painted  in  the  1390s  for  the 
church  of  St.  Maria  del  Carmine,  in  Florence,  it 
is  the  earliest  major  European  painting  in  the 
collection.  A  painting  of  the  same  subject  by 
Francesco  Salviati,  c.  1540,  is  an  excellent  example 
of  the  late  Renaissance  Mannerist  style  by  a 
leading  artist  of  the  generation  following 
Michaelangelo.  The  museum's  excellent  group 


1.  Nautilus  Cup  by  Jan  Jacobsz  van  Roycsteyn, 
nautilus  shell  and  silver,  1596. 
The  Toledo  Museum  of  Art ; 
Gift  of  Florence  Scott  Libbey. 


of  eighteenth-century  Italian  paintings  is  in- 
creased by  several  works,  notably  the  Expulsion 
qfHeliodorus  from  the  Temple,  a  Biblical  subject  by 
Francesco  Solimena  that  was  his  model  for  a 
famous  fresco  of  1725  in  Naples.  Three  Venetian 
marble  tomb  reliefs  off.  1400  are  the  Museum's 
first  examples  of  Italian  mediaeval  sculpture. 

Among  French  works,  The  Holy  Family  with 
Saint  John  by  Nicolas  Poussin,  a  recently  dis- 
covered masterpiece,  was  painted  c.  1627  during 
his  early  years  in  Rome.  The  large  scale  of  the  fig- 
ures is  exceptional  for  Poussin  and  reflects  his  ad- 
miration of  the  Italian  Renaissance.  Allegory  of 
Charity  by  Poussin's  contemporary  Jacques  Blan- 
chard,  is  among  the  finest  paintings  by  this  dis- 
tinguished artist.  Eighteenth  and  nineteenth  cent- 
ury pictures  include  a  portrait  of  the  actress  Alice 
Ozy  by  Thomas  Couture,  the  gift  of  Mr.  and 
Mrs.  Stanley  Levison,  as  are  four  imposing  silver 
candlesticks  from  a  famous  service  made  in 
Paris  in  1772  for  Catherine  the  Great  of  Russia 
to  give  her  favourite,  Prince  Orloff.  Also  out- 
standing among  French  Decorative  Arts  is  a 
superb  marquetry  commode  with  gilt  bronze 
mounts  in  Rococo  style  made  by  Joseph  Baum- 
hauer,  c.  1770,  and  formerly  in  the  Rothschild 
collection.  Also  of  historical  interest  is  a  splendid 
tooled  leather  book  binding  made  by  Lc  Gascon 
c.  1640  for  Cardinal  Richelieu. 

The  distinguished  seventeenth-century  Dutch 
painting  collection  is  broadened  with  a  vivid 
portrait,  possibly  of  the  artist  himself,  by 
Bartholomews  van  der  Heist  and  by  a  landscape 
with  a  watermill  by  Jacob  van  Ruisdael.  The 
latter,  formerly  in  the  collection  of  C.  O. 
Miniger  of  Toledo,  is  the  gift  of  Mrs.  George 
M.  Jones,  Jr.  Fifteen  Rembrandt  etchings  are  the 
gift  of  William  J.  Hitchcock  of  Youngstown,  the 

2.  Commode  by  Joseph  Baumhaucr  (died  1772), 
veneers  and  marquetry, 
gilt  bronze  mounts,  1 767-1 772. 
The  Toledo  Museum  of  Art ; 
Gift  of  Florence  Scott  Libbey. 


donor  in  1972  of  the  Museum's  Print  Study 
Room.  A  fantastic  gilded  silver  cup  with  a 
nautilus  shell  made  in  1596  is  an  outstanding 
example  of  this  Renaissance  type,  the  finest  of 
which  were  made  in  Holland.  An  Amsterdam 
view  by  G.  H.  Breitner  is  among  the  few  pictures 
in  America  by  this  key  Dutch  painter,  who  links 
the  nineteenth  century  with  radical  twentieth- 
century  styles.  A  rare  flower  still-life  by  the 
Austrian  Expressionist  painter  Oskar  Kokoschka 
of  about  1928  is  the  Museum's  first  example  of 
this  influential  modern  style. 

English  art  includes  a  charming  portrait  of 
young  Frances  Harris  with  her  dog  by  Sir 
Joshua  Reynolds.  Painted  in  17S9  and  among 
Reynolds'  last  works,  it  is  the  gift  of  Mrs. 
George  M.  Jones,  Jr.  A  rare  silver  service  of  1616, 
for  rinsing  hands  with  rosewater  after  a  banquet, 
one  of  only  two  of  its  kind  known,  the  ewer  | 
shaped  as  a  mermaid  and  the  basin  as  a  shell,  ; 
displays  the  imaginative  fantasy  of  the  age  of; 
Shakespeare. 

A  New  York  street  subject  by  the  contempor- 
ary photo-realist  painter  Richard  Estes,  Helene's 
Florist,  is  among  several  outstanding  additions  to 
the  American  collection,  as  is  Round  Sum  of  1964 
by  Robert  Rauschenberg,  the  gift  of  the  Wood- 
ward Foundation  of  Washington,  DC  and  fori 
several  years  on  loan  to  the  Department  of  State. 
The  earliest  examples  of  fine  American  furniture 
to  enter  the  Museum  are  a  pair  of  chairs  by  ] 
Duncan  Phyfe  of  New  York  and  a  sideboard  by  j 
the  Seymours  of  Boston.  These  pieces  of  aboutj 
181 5  are  the  gift  of  Mr.  and  Mrs.  George  P.I 
MacMichol,  Jr. 

Life-size  marble  heads  of  the  Emperor' 
Lucius  Verus  and  his  wife  made  about  165  ad  are 
impressive  examples  of  Roman  portrait  sculpture. 
Works  from  ancient  Greece  include  an  elegant 
bronze  vase  of  about  480  bc  and  two  finely  deco-. 
rated  silver  cups  of  about  1S0  BC  An  ivory  figure 
from  Nigeria  made  in  the  Yoruba  tribe  town  ofi 
Owo  in  the  sixteenth  or  seventeenth  centuries  is, 
considered  by  scholars  one  of  the  rarest  and  finest 
African  ivory  figures  known. 


Among  numerous  gifts  and  purchases  of  glass 
ranging  from  the  early  Middle  Ages  to  the  1970s 
are  two  fine  examples  of  cut  glass,  an  Irish  bowl 
of  about  1800,  and  a  punchbowl  of  1902  bv  the 
Libbey  Glass  Company  of  Toledo,  the  latter 
given  by  Mr.  and  Mrs.  Benjamin  T.  Batsch,  Jr. 
Also  notable  are  three  early  twentieth-century 
vases  made  with  animal  reliefs  by  Rene  Lalique, 
one  a  rare  example  of  glass  made  by  the  lost-wax 
;  technique.  Decorative  Arts  acquisitions  also 
include  silver  from  eighteenth-century  America, 
Portugal  and  France.  Ceramics  from  Peru, 
Persia,  Germany,  Britain  and  America  include 
eighteenth-century  Meissen  porcelain  and  nine- 
teenth-century English  wares. 

Also  acquired  since  1970  and  of  outstanding 
importance  are  several  paintings,  sculptures  and 
other  works  previously  shown  by  the  museum. 
Venus  and  Cupid  of  1626  by  Guido  Reni  is  a 
majestic  work  by  an  Italian  painter  long  con- 
sidered one  of  the  greatest  Old  Masters.  Antoine 
Wattcau's  La  Conversation  is  among  the  handful 
of  paintings  in  America  by  this  French  painter, 
whose  haunting  pictures  influenced  all  Europe  in 
the  eighteenth  century.  Of  about  five  years 
earlier  and  dated  1709,  is  Jean  Jouvenet's 
Deposition  from  the  Cross,  a  newly  discovered 
work  by  the  chief  French  religious  painter  of 
this  time.  Other  seventeenth-century  works 
include  the  monumental  Adoration  of  the  Child  by 
1  Bartholome  Murillo,  the  most  important 
Spanish  painting  acquired  by  the  Museum  hi  over 
1  twenty-five  years,  The  Rest  on  the  Flight  into 
Egypt  by  Luca  Giordano  and  a  view  of  Brussels 
by  Jan  van  der  Heyden.  Among  several  out- 
standing contemporary  American  works  are 
paintings  by  Willem  de  Kooning,  Mark  Rothko, 
Frank  Stella,  John  Seery  and  Don  Eddy. 

Several  French  sculptures  include  a  famous 
over-lifesize  stone  figure  of  Amphitrite  by  the 
seventeenth-century  French  artist  Michel 
Anguier,  commissioned  by  Nicolas  Fouquet, 
Louis  xiv's  financial  minister.  A  rare  lead  foun- 
tain figure  and  a  gilt  bronze  table  centrepiece, 
both  c.  1700,  are  gifts  of  Mr.  and  Mrs.  Edward  A. 
Alexander.  Works  in  precious  metals  include 
Greek  and  Roman  sculpture  and  jewellery,  and 
a  group  of  Renaissance  rock  crystal  vessels  with 
gold  settings. 

The  ancient  art  includes  Egyptian  sculpture 
and  the  finest  known  painted  Fayum  tomb 
portrait  and  important  additions  to  the  Museum's 
famous  Greek  vase  collection.  An  African  collec- 
tion has  been  established  in  its  own  gallery  with 
the  acquisition  of  over  twelve  examples  of  tribal 
sculptures  and  dance  masks. 

In  addition  to  a  rare  enamelled  and  gilded 
covered  jar  made  in  Syria  c.  1300,  outstanding 
glass  includes  the  monumental  mural  created  by 
Dominick  Labino  for  the  entrance  to  the 
Museum's  Glass  Gallery,  and  given  by  the  artist 
and  his  wife  to  the  museum.  There  is  also  a  large 
group  of  nineteenth-century  American  pressed 
glass  given  by  Mrs.  Harold  Duckworth.  A 
collection  of  original  photographs  by  masters 
of  this  medium  has  been  initiated  through  gifts 
from  Harold  Boeschenstein,  Jr.  The  Museum's 
graphic  art  collection  has  been  widened  by  the 
acquisition  of  over  fifty  colour  prints  by  con- 
temporary American  artists. 

Reviewing  the  progress  which  the  Toledo 
Museum  of  Art  has  made  in  the  development  of 
its  collections,  Mr.  Wittmann  observed  that  in 
the  thirty  years  he  has  been  with  the  Museum  the 
collections  have  more  than  tripled  in  size. 


ORIENTAL  RUGS  IN 
CINCINNATI  COLLECTIONS 

Another  interesting  exhibition  seen  in  Ohio 
through  early  last  month  was  held  at  Cincinnati 
Art  Museum.  The  exhibition  of  oriental  rugs 
provided  an  introduction  to  the  subject  as  well 
as  a  survey  of  strong  local  collections.  Thirty- 
four  of  the  forty  two  rugs  in  the  exhibition  were 
lent  by  anonymous  private  owners;  five  belong 
to  the  museum  but  have  not  previously  been 
shown  and  the  remaining  three,  also  on  exhibi- 
tion for  the  first  time,  belong  to  the  Cincinnati 
Institute  of  Fine  Arts. 

Daniel  S.  Walker,  Associate  Curator  of 
Ancient,  Near  and  Far  Eastern  Art,  stated  that 
a  major  aim  of  the  exhibition  is  'to  provide 
Cincinnatians  with  a  rare  glimpse  of  their  own 
enthusiasm  for  collecting  rugs,  in  addition  to 
continuing  Cincinnati's  long-standing  association 
with  a  subject  which  is  presently  at  a  peak  in 
popularity'. 

The  catalogue  listing  is  divided  into  four 
sections,  one  for  each  major  geographic  area 
represented:  Turkey,  the  Caucasus,  Iran  and 
Central  Asia.  Walker  found  Cincinnati  collec- 
tions strongest  in  nineteenth-century  work 
from  those  areas.  The  Turkish  rugs  include  some 
of  the  earliest  in  the  show  and  characteristically 
are  in  earth  tones,  seldom  using  over-all  repeating 
designs.  Several  are  prayer  rugs,  following 
patterns  in  vogue  at  court  in  the  sixteenth  and 
seventeenth  centuries,  while  others  reflect  village 
traditions.  Wool  is  the  primary  fibre,  particularly 
in  the  earlier  carpets,  with  some  cotton  or  silk 
employed  in  particular  rugs  and  almost  all  in- 
corporating a  Turkish  knot  in  the  weave. 
Certain  of  the  works  are  woven  like  tapestry 
and  known  as  heliins. 

The  Caucasian  rugs  are  woollen,  with  strong 
geometric  patterns  worked  out  in  clear  colours. 
Because  the  mix  of  peoples  in  that  area  is  so 
varied  the  designs  themselves  reflect  borrowings 
from  many  sources,  but  always  handled  with  the 
strong  sense  of  contrast  typical  of  the  region.  One 
ancient  pattern  goes  back  to  centuries  to  the 
introduction  of  Chinese  elements,  retaining  the 
recognisable  dragon  form  seen  in  Numbers  17 


3.  Prayer  Rug, 
Caucasian  (Kazak),  nineteenth  century. 
Private  collection. 

and  20  in  the  exhibition.  Many  others  are  purely 
geometric,  their  intricate  patterns  often  incor- 
porating minor  variations  within  the  repetitions. 

The  Iranian,  or  Persian,  rugs  spring  from  so 
long  a  tradition  its  earliest  hints  are  in  ancient 
miniatures,  older  than  extant  rugs.  While  they 
often  incorporate  a  medallion  design,  some  are 
composed  of  over-all  floral  compositions  in  the 
maimer  of  geometric  designs  in  other  rugs. 
Wool,  cotton  and  silk  all  were  used  in  the  nine- 
teenth century  in  Iranian  rugs,  with  the  Turkish 
knot  employed  by  the  Turkish  descendents  in 
the  north-west  and  the  Persian  knot  elsewhere 
in  the  country. 

Walker  has  designated  the  final  group  as  that 
of  Central  Asia,  an  area  where  most  rugs  are 
produced  by  people  of  Turkoman  stock  living 
in  what  is  now  southern  Soviet  Turkestan  and 
north-western  Afghanistan.  Reds  dominate  the 
designs  with  variety  achieved  through  a  broad 
range  of  secondary  colours  and  much  divergence 
of  shape. 

Walker's  catalogue  introduction  touches  on 
Cincinnati's  early  nineteenth-century  preference 
for  domestic  products  and  describes  the  more 
sophisticated  interest  in  imports  established 
within  succeeding  decades.  Lists  of  sellers  and 
cleaners  of  oriental  rugs  were  uncovered  by 
Walker  in  old  city  directories  and  guides  as  he 
probed  to  discover  the  background  for  this  first 
exhibition  to  present  a  comprehensive  view  of 
Cincinnati  rug  collections. 

WOMEN  ARTISTS:  1550-1950 

A  celebration  of  women  as  artists  can  be  seen 
through  the  13  March  at  the  Los  Angeles  County 
Museum  of  Art.  Made  possible  by  grants  from 
the  Alcoa  Foundation  and  the  National  Endow- 
ment for  the  Arts,  the  exhibition  has  been 
organised  for  the  Museum  by  two  guest  curators: 
Dr.  Ann  Sutherland  Harris,  Professor  of  Art 
History  at  the  State  University  of  New  York, 
Albany;  and  Dr.  Linda  Nochlin,  Professor  of  Art 
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4.  Marie  Laurencin. 
Group  of  Artists,  1908. 
The  Baltimore  Museum  of  Art. 


History  at  Vassar  College.  Dr.  Harris  made  the 
selections  for  the  first  period,  15  50-1 800,  and 
Dr.  Nochlin  curatcd  the  later  period,  1800-1950. 

Most  women  artists  before  the  nineteenth 
century  were  cither  daughters  or  wives  of  artists 
and  were  trained  either  by  their  fathers,  husbands 
or  some  other  male  relative.  Unlike  their  male 
counterparts,  women  of  this  period  had  none  of 
the  benefits  of  academic  training  cr  the  oppor- 
tunity to  study  anatomy;  therefore,  they  had  to 
restrict  themselves  to  the  arts  of  portraiture  and 
still-life,  many  examples  of  which  are  included  in 
the  exhibition.  This  situation  did  not  change 
significantly  for  women  artists  until  the  nine- 
teenth century;  despite  this  fact,  their  numbers 
grew  from  less  than  ten  in  the  fifteenth  century  to 
almost  three  hundred  in  the  eighteenth  century. 

Highlights  from  the  early  part  of  the  exhibition 
include  a  superb  piece  of  pictorial  dramatic 
narrative,  Judith  and  Maidservant  with  the  Head  oj 
Holofernes,  painted  by  Artemisia  Gentileschl, 
c.  1625,  who  was  an  exception  to  the  general 
rule  of  women  being  only  portrait  and  still-life 
painters;  At  the  Greengrocers,  painted  in  1630  by 
Louise  Moillon,  one  of  the  finest  still-life 
painters  of  the  first  half  of  the  seventeenth  cen- 
tury in  France,  which  shows  her  artistic  inde- 
pendence in  its  large  scale  and  inclusion  of  human 
figures;  Still-lije  with  Flowers  and  Plums  painted  in 
1703  by  Rachel  Ruysch,  a  specialist  in  fruit  and 
flower  paintings  and  the  first  woman  to  achieve 
an  international  reputation  as  a  major  artist  in  her 
lifetime;  Cornelia,  Mother  of  the  Gracchi,  1785,  by 
Swiss  artist  Angelica  Kauffnian,  which  captures 
the  Neo-classical  ideals  of  virtue,  dignity  and 
moral  fortitude ;  and  the  The  Comtesse  de  Buquoi, 
painted  in  1793  by  the  renowned  French  por- 
traitist Elizabeth  Viges-Lebrun. 

Additional  artists  from  the  early  period  include 
Sofonisba  Anguissola  (1532/35-1625)  who  gained 


considerable  celebrity  for  her  portraits,  was  in- 
vited to  join  the  court  of  Phillip  u  in  Madrid  as  a 
lady-in-waiting  and  painted  portraits  of  the 
royal  family  and  herself;  Judith  Leystcr  (1608- 
1660)  whose  paintings  were  often  attributed  to 
Frans  Hals;  Elisabctta  Sirani  (1638-1665)  who 
searched  ancient  history  for  fresh  examples  of  the 
bravery  and  courage  of  women  to  use  as  subjects 
for  her  paintings;  Rosalba  Carricra  (1675-1757) 
who  initiated  a  vogue  in  France  for  pastel  por- 
traits; and  Anne  Vallayer-Coster  (1744-1818) 
who  was  praised  for  painting  like  a  'clever  man'. 
French  artists  from  this  period  specialising  in 
portraiture  and  genre  include  Marguerite  Gerard, 
Constance  Mayer,  Paulien  Auzou,  Antoinette 
Haudcbourt-Lcscot  and  Mine.  Villers. 

Highlights  of  nineteenth-century  painting  in 
the  exhibition  include  works  by  French  artist 
Rosa  Bonhcur,  known  especially  for  her  paint- 
ings of  animals;  French  Impressionist  painter 
Berthe  Morisot;  American  artist  Mary  Cassatt, 
who  was  the  most  important  woman  artist  of  the 
nineteenth  century;  Lady  Elizabeth  Butler,  a 
British  painter  who  was  an  anomaly  among 
nineteenth-century  women  artists  for  her 
specialisation  in  military  subjects;  and  British 
artist  Edith  Hayllar,  known  for  her  Victorian 
genre  scenes. 

An  enormous  range  and  variety  of  styles  and 
subjects  arc  presented  by  the  twentieth-century 
artists  in  the  exhibition,  some  of  whom  are  less 
well-known,  such  as  Florine  Stettheimer, 
Romaine  Brooks,  Gwen  John,  Paula  Modersohn- 
Bccker  and  Vanessa  Bell,  and  some  of  whom  will 
be  well-known  to  Museum  visitors,  such  as 
Suzanne  Valadon,  Kathe  Kollwitz  and  Marie 
Laurencin.  Works  by  Russian  avant-garde 
painters  Nataliia  Goncharova,  Alexandra  Exter, 
Nadezhda  Udaltsova,  Olga  Rozanova  and 
Liubov  Popova  are  included  as  well  as  paintings 


by  a  few  living  artists  such  as  Sonia  Delaunay, 
Leonor  Fini,  Lee  Krasner,  Loren  Maclver  and  j 
Georgia  O'Keeffe.  A  fully  illustrated  catalogue  : 
with  thirty-two  colour  plates  contains  essays  by  1 
both  curators,  entries  on  every  work  and  bio-  , 
graphies  of  each  artist. 

Following  Los  Angeles,  the  exhibition  will 
travel  to  the  University  Art  Museum,  The 
University  of  Texas  at  Austin  (12  April- 12 
June  1977),  Museum  of  Art,  Carnegie  Institute,  1 
Pittsburgh  (14  July-4  September  1977)  and  The 
Brooklyn  Museum  (4  October-27  November  1 
1977)- 


MAJOR  MUSEUM  ACQUISITIONS 

The  Art  Institute  of  Chicago  has  announced  the 
acquisition  of  a  great  painting  by  the  nineteenth- 
century  French  artist,  Jean-Francois  Millet.  The 
work,  a  large  canvas  (65^  X  77^  inches)  of  a 
horse,  executed  c.  1841,  was  purchased  from  the 
income  of  the  Charles  H.  and  Mary  F.  S.  Wor- 
cester Collection  Fund. 

Millet,  best  known  for  his  paintings  of  peasant 
subjects  and  scenes  of  rural  life,  was  one  of  the 
most  popular  painters  during  the  late  nineteenth  ' 
century.  Reproductions  of  his  1859  canvas,  77ie 
Angclus,  in  the  collection  of  the  Louvre,  were 
greatly  in  demand  in  that  day.  Shortly  after  the 
turn  of  the  century  interest  in  his  work  diminish- 
ed. In  the  last  few  years  art  historians  and 
scholars  have  begun  to  look  at  his  accomplish- 
ments in  a  new  light. 

To  supplement  his  income  during  his  early 
career,  Millet  accepted  several  commissions  to 
paint  signs  for  tradesmen  and  other  commercial 
endeavours.  These  included  a  travelling  circus,  a  | 
draper,  a  sailmaker,  and  many  others.  The 
Institute's  new  acquisition,  Horse,  was  commis-i 
sioned  by  a  veterinarian.  This  dramatic  compo- 
sition is  a  remarkable  departure  in  style  from  the 
portraits  and  other  paintings  he  was  producing 
in  that  period. 

Jean-Francois  Millet  was  bom  of  peasant 
parents  in  18 14  in  a  hamlet  near  Greville  in 
north-western  France.  He  began  his  professional 
training  in  1833,  working  with  a  local  portrait 
painter  in  nearby  Cherbourg.  In  1837  Millet,  the 
recipient  of  a  scholarship  from  the  city  of 
Cherbourg,  went  to  Paris  and  entered  the  Ecole 
des  Beaux-Arts  where  he  studied  for  two  years. 
Millet  spent  most  of  the  1840s  working  in, 
Cherbourg.  During  this  period  he  executed 
several  portrait  commissions.  In  1849  he  receivecj 
a  government  commission  for  a  painting  anc 
settled  in  Barbizon  where  he  lived  until  his  deatf  I 
in  1875.  hi  die  last  two  decades  of  his  life,  Millet': 
paintings,  drawings,  and  prints  gained  increasing 
respect.  His  work  was  shown  extensively  ir 
London  through  the  efforts  of  his  dealer  anc 
friend,  Durand-Rucl.  He  had  many  public  and 
private  commissions,  and  his  work  began  to  b 
acquired  by  European  and  American  museums. 

The  Virginia  Museum  (Richmond)  has  ac 
quired  an  important  portrait  by  the  America! 
painter  Ralph  Earl  (1751-1801).  Earl  is  known  a 
a  portraitist  and,  for  his  battle  scenes  of  Lexingtoji 
and  Concord  in  1775,  is  believed  to  be  America'  >i 
earliest  historical  painter.  Like  his  contemporar  tj 
John  Singleton  Copley,  Earl  was  led  by  Loyalis  1 
leanings  to  leave  the  Colonies  for  England.  Ther  ! 
is  only  one  known  portrait  from  his  hand  befoi  I 
his  departure  and  that  is  Roger  Sherman,  now  in 
the  possession  of  the  Yale  Art  Gallery. 
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During  his  stay  in  England,  the  severe,  almost 
elemental  manner  evidenced  in  the  Sherman 

'  portrait  was  considerably  modified  by  the 
fashionable  portrait  style  of  the  day,  although 

j  Earl  never  forsook  the  bracing  freshness  of  form 
and  expression  that  constitutes  his  essential  charm 
and  strength. 

Unlike  Copley,  Earl  returned  to  the  United 
States  and,  from  1785  until  the  last  several  years 
of  his  life,  he  produced  a  large  number  of  port- 
raits in  the  New  England  states  and  in  New  York. 
One  nf  his  most  productive  years  was  the  year  in 
which  he  painted  the  portrait  of  Mrs.  Wolcott 
and  other  members  of  her  family  in  Litchfield, 
Connecticut. 

The  subject  of  the  portrait  was  apparently  as 
imposing  a  figure  in  real  life  as  she  appears  to  be 
in  Earl's  portrait.  Her  husband,  one  of  Connecti- 
cut's first  citizens,  became  governor  of  the  state 
and  was  one  of  the  signers  of  the  Declaration  of 
Independence.  She  herself  was  an  active  social  and 
political  force  and,  during  the  Revolution,  a 
patriot  of  unsurpassed  energy. 

The  late  Mr.  and  Mrs.  Herman  C.  Krannert 
have  made  an  important  group  of  gifts  to  the 
Indianapolis  Museum  of  Art  (Indiana)  over  the 
past  ten  years.  Foremost  among  this  superb  group 
of  objects  is  the  portrait  Don  Felix  Colon  de 
Larriategui  by  Goya,  and  a  rare  eighteenth- 
century  Chinese  covered  vase  of  muttonfat  jade. 

A  number  of  important  English,  French  and 
German  porcelains  and  silver  of  the  eighteenth 
century  is  a  testimony  to  the  high  level  of  con- 
noisseurship  of  the  Krannerts,  who  collected 
avidly  throughout  their  lifetime.  Other  gifts 
were  Flemish  tapestries,  Chinese  snuff  bottles, 
and  nineteenth-century  French  and  American 
paperweights. 

5.  Jean-Francois  Millet. 

Horse,  c.  1841. 
The  Art  Institute  of  Chicago; 
Charles  H.  and  Mary  F.  S.  Worcester 
Collection. 


6.  Pair  of  salt-cellars  by  Paul  de  Lamerie, 
silver,  parcel-gilt,  1 745-1 746. 
Indianapolis  Museum  of  Art; 
Gi  ft  of  Mr.  and  Mrs.  Herman  C.  Krannert. 

7.  JOHANN  FRIEDRICH  EBERLEIN. 

A  Hunter  with  a  Hound, 
hardpaste  porcelain,  c.  1746. 
Indianapolis  Museum  of  Art; 
Gift  of  Mr.  and  Mrs.  Herman  C.  Krannert. 
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This  book,  as  the  sub-title  states,  traces  the  history 
of  Chinese  ceramics  from  the  point  of  view  of  the 
techniques  used  by  the  potters,  fci  it  Miss  Mar- 
garet Medley,  Curator  of  the  Percival  David 
Foundation  of  Chinese  Art,  London  University, 
describes  the  development  of  the  potters'  craft 
and  how  it  evolved  from  the  earliest  unglazed 
earthenware  pots  to  the  splendid  porcelains  of 
later  times.  In  line  with  her  description  of 
advances  in  technique,  the  author  provides  a 
valuable  historical  and  economic  background.  Of 
special  interest  is  the  industrialisation  of  the  kilns 
under  the  Mongols  to  increase  production  to 
meet  the  specific  requirements  of  foreign  trade, 
in  particular  with  the  Islamic  world.  The  book 
is  divided  into  three  parts  entitled  respectively 
'The  Basic  Technology',  'The  Period  of  Dis- 
covery and  Innovation'  and  'Development  and 
Variations'. 

In  her  Introduction  the  author  describes  the 
different  types  of  pottery,  earthenware,  stone- 
ware, porcelain  and  fritware  and  sets  out  to 
clarify  the  terms  used.  These  explanations  are 
fundamental  to  an  understanding  of  the  develop- 
ment of  Chinese  ceramics.  Other  important 
aspects  of  the  production  of  ceramics,  such  as  glaze 
and  kiln  atmospheres,  oxidising  and  reducing, 
are  also  clearly  explained. 

Part  One,  which  deals  with  developments 
from  the  Shang  dynasty  up  to  the  sixth  century 
AD,  covers  a  period  which  spans  two  thousand 
years.  By  the  end  of  this  period,  in  the  sixth 
century  ad,  the  Chinese  potter  had  mastered  the 
basic  techniques  of  construction  and  firing.  The 
fundamental  advance  in  construction  had  been 
made  in  Neolithic  times,  in  cast  China,  with  the 
introduction  of  the  fast-turning  wheel.  Similarly, 
progress  had  been  made  in  firing,  notably  in  kiln 
construction.  By  separating  the  fire  from  the 
chamber  it  became  practical  to  reach  a  higher 
temperature.  Moreover,  the  use  of  'saggers', 
probably  in  the  sixth  century  AD,  by  giving 
better  protection  to  the  wares  in  the  firing 
chamber,  opened  the  way  for  experimentation 
in  the  production  of  more  refmed  bodies  and 
glazes  with  which  various  decorative  techniques 
could  be  combined. 

Part  Two  covers  the  use  during  the  T'ang 
dynasty  of  lead  glazes  and  their  subsequent  deve- 
lopment, the  use  of  coloured  glazes  and  the 
development  of  porcelain.  The  author  concludes 
that  porcelain  was  first  made  during  the  T'ang 
dynasty,  probably  in  the  late  eighth  or  early  ninth 
century.  She  records  advances  made  in  North 
and  South  China  from  the  tenth  to  the  fourteenth 
century,  culminating  in  the  last  great  innovation, 
the  production  of  'blue  and  white'.  Looking 
back  over  the  achievements  of  the  thirteenth  and 
fourteenth  centuries,  the  author  states  that  a  long 
series  of  developments  were  rooted  in  the  tradi- 
tion of  the  late  sixth  and  seventh  centuries,  when 
the  Chinese  potter  concentrated  on  the  produc- 
tion of  high  fired  wares  to  the  gradual  exclusion 
of  earthenware.  The  growth  of  the  stoneware 
traditions  in  the  centuries  following  the  establish- 
ment of  T'ang  was  important  because  experience 
gained  with  the  high-firing  clay  bodies  led  to  a 


better  understanding  of  glaze  constitutions  and 
firing  techniques.  It  was  only  by  understanding  ' 
these  techniques  that  the  potter  was  able  to  ■ 
develop  satisfactorily  true  porcelain  in  the  late  ; 
eighth  or  ninth  century.  The  author  states  that  'It 
was  probably  the  enormous  market  valua^of 
pure  white  porcelain  which  led  to  the  eventual 
shift  from  stonewares,  with  their  coloured  bodies  1 
and  restrained  glaze  colours,  to  the  hard  white  i 
ware,  the  potential  of  which,  in  decorative  terms,  ! 
had  still  to  be  fully  explored'.  By  the  end  of  the 
Southern  Sung  Dynasty  in  the  thirteenth  century 
the  decorative  techniques  had  been  thoroughly 
investigated.  The  use  of  painting,  however,  had 
been  limited  by  the  'colourants'  then  available 
and  capable  of  withstanding  the  high  temper-  : 
atures  needed  to  fuse  the  stoneware  bodies.  It  was 
only  in  the  Tz'u-chou  wares  that  the  use  of  over- 
glaze  painting,  with  its  bright  lead  fluxed  colours,  >' 
had  been  tried.  The  designs,  however,  remained 
simple  until  the  end  of  the  fourteenth  century 
and  their  market  was  limited  mainly  to  the  north- 
ern provinces.  All  this  was  changed  by  the  intro- 
duction of  cobalt  blue,  which  led  to  a  gradual  | 
turn  away  from  the  'sensuous  attractions  of  stone- 
wares, with  their  subtle  glaze  colours  and  textures 
and  their  simple  forms' towards  more 'elaborately,  | 
structured  vessels'.  Moreover,  it  hastened  the  ' 
transformation  of  ceramic  manufacture,  based  on  1 
a  craft  tradition,  into  a  highly  organised  industry  j 
where  the  artist  craftsman  was  'to  be  less  the 
potter  than  the  decorator,  and  in  which  the 
potential  of  the  material  had  been  fully  explored 
and  the  techniques  largely  mastered'.  From  the 
fourteenth  century  onwards  the  history  of  Chinese  1 
ceramics  is  'one  of  art  rather  than  technology, 
and  it  is  the  decorative  style  and  fashion  which  1 
takes  first  place'.  The  introduction  of  cobalt 
blue  in  the  fourteenth  century  was  the  final  step 
which  brought  Chinese  ceramics  into  the  modem 
age.  Its  impact  on  ceramic  developments  in 
Europe  was  momentous. 

Finally,  Part  Three  deals  with  development  i 
and  variation  for,  in  the  centuries  following  the 
introduction  of  underglaze  blue  (and  copper  red) 
painting  on  porcelain,  the  ceramic  history  of 
China  is  mainly  one  of  exploiting  this  technique,  ; 
combined  in  various  ways  with  all  those  others  I 
which  had  been  learned  over  the  previous  cent-  I 
uries.  As  Miss  Medley  says,  'It  is  a  history  of  ring- 
ing the  changes  rather  than  of  radical  innovation, 
of  gradual  change  in  decorative  style,  with  a 
concentration  on  porcelain  to  the  almost  total 
exclusion  of  stoneware'. 

In  her  conclusion  Miss  Medley  states  that  the 
great  achievements  in  the  earliest  centuries  ofi 
China's  ceramic  history  lay  in  the  development  of* 
kilns  which  were  capable  of  reaching  relatively  j 
high  temperatures.  Subsequently,  in  the  sixth 
century,  and  throughout  the  T'ang  dynasty, 
when  basic  techniques  had  been  mastered,  the 
Chinese  were  influenced  and  enriched  by  contact 
with  the  Near  East,  India  and  Central  Asia,  both 
in  developing  the  potters'  craft  and  inspiring 
new  forms  of  decoration.  During  the  Sung  period 
the  stoneware  tradition  blossomed.  Finally  in  the 
fourteenth  century  painted  decoration  became 
accepted  by  the  Chinese  and  gave  a  new  direction 
to  Chinese  ceramics.  The  final  achievement  was 
one  'of  extreme  technical  accomplishment'  and' 
any  failures  were  due  not  to  the  ability  of  the 
potter  but  to  the  requirements  imposed  on  him. 

Miss  Medley  makes  it  admirably  clear  howj 
certain  types  of  wares  could  only  be  produced  as 


the  result  of  particular  technological  develop- 
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ments.  1  lcr  book  will  be  of  great  value  to  all  those 
interested  in  Chinese  ceramics,  and  it  is  a  welcome 
addition  to  her  many  able  contributions  to 
Chinese  art  and  Chinese  ceramics  in  particular. 
There  are  copious  notes,  many  referring  to  recent 
Chinese  archaeological  reports,  Ming  and  Ch'ing 
reign  marks,  a  useful  glossary,  maps,  a  select 
bibliography,  and  a  chronology  of  Chinese 
Dynasties  and  Periods. 

W.B.  R.Nkave-Hill 
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The  publication  of  these  three  Caxton  facsimiles 
was  a  notable  event  in  Caxton's  quincentenary 
year  (his  first  recorded  printing  at  Westminster 
is  of  an  Indulgence  in  1476)  and  an  important 
addition  to  the  increasingly  impressive  list  of 
facsimile  reprints  from  The  Scolar  Press.  The 
shelves  of  the  bibliophile  and  the  equipment  of 
the  scholar  arc  alike  enriched  by  these  admirably 
chosen  and  handsomely  produced  volumes. 

The  most  significant  of  the  three  will  naturally 
be  the  facsimile  of  Caxton's  print  of  Malory's 
'Le  Morte  d'Arthur',  published  in  1485,  three 
weeks  before  the  battle  of  Bosworth  Field.  The 
primary  importance  of  such  a  facsimile  is  that  it 
brings  a  wider  range  of  readers  and  scholars  into 
contact  with  the  physical  reality  of  a  late  fifteenth- 
century  printed  book,  its  format  and  appear- 
ance, the  layout  of  the  page,  the  rubrics  and  other 
apparatus,  the  form  of  the  letters,  and  the  punc- 
tuation. All  these  are  part  of  the  character  of  the 
text,  and  are  as  important  to  the  literary  history 
of  a  work  like  Malory's  'Morte  d'Arthur'  as  the 
Winchester  Manuscript  (which  is  also  being 
published  in  facsimile  this  year  by  the  Early 
English  Text  Society).  In  fact,  it  might  be  argued 
that  trom  one  point  of  view,  that  of  the  history 
ot  the  text  from  Caxton  up  to  1934  (tne  date  of 
the  discovery  of  the  Winchester  Manuscript),  it 
is  more  important  to  have  a  facsimile  of  Caxton's 
print  than  of  the  Manuscript.  In  terms  of  scho- 
larly study,  the  facsimile  will  be  a  more  effective 
aid  to  textual  comparison  than  later  texts  based 


on  Caxton,  which,  with  the  exception  of 
Sommer's  text,  which  is  not  widely  available, 
introduce  a  multitude  of  normalisations  and 
modernisations.  The  publication  of  the  facsimile- 
is  timely  not  only  in  terms  of  the  Caxton  quin- 
centenary, but  also  because  there  is  a  growing 
sense  among  scholars  that  Caxton's  text,  after 
being  eclipsed  for  forty  years  by  the  Winchester 
Manuscript,  is  worth  studying  in  its  own  right, 
since  Caxton's  changes,  particularly  in  book- 
divisions  and  in  the  text  of  his  Book  Five,  are  not 
only  important  evidence  of  late  fifteenth  century 
literary  attitudes,  but  are  also  in  themselves  of 
literary  and  artistic  interest. 

The  Introduction  to  the  facsimile,  by  Paul 
Necdham,  is  brief,  and  mostly  confined  to  techni- 
cal matters.  There  is  a  detailed  collation  of  the 
copy  of  the  print  in  the  Pierpont  Morgan 
Library,  the  only  complete  copy  extant,  from 
which  the  facsimile  is  reproduced  (to  the  errors 
in  the  printer's  signatures  should  be  added  aa  iii 
signed  as  'a  iii'),  and  a  fascinating  excursion  into 
the  history  of  the  Morgan  copy,  which  takes  the 
reader  from  an  eighteenth-century  elopement  to 
the  obituary  columns  of  the  Brooklyn  Daily 
Eagle  of  1894.  Mr.  Needham  deals  convincingly 
with  the  question  of  the  variant  settings  of  corres- 
ponding pages  in  the  Morgan  copy  and  in  the 
fragmentary  Rylands  Library  copy.  He  argues, 
following  Biihler,  that  these  are  not  evidence  of 
substantive  revision  in  Morgan,  the  later  copy, 
but  are  mere  printing-house  variants  which  may 
have  involved  unsystematic  correction  as  well  as 
random  new  error.  Following  the  Introduction 
there  is  a  complete  listing  of  the  watermarks  of 
the  copy,  with  photographs  reproduced  by  beta- 
radiography,  and  an  analysis  of  the  distribution  of 
pages  from  the  paper-stock  thus  identified  in  this 
and  other  Caxton  prints. 

The  early  pages  of  the  Introduction,  which 
deal  briefly  with  the  motives  that  inspired 
Caxton  to  print  Malory,  as  they  may  be  deduced 
from  his  Preface,  need  to  be  supplemented  from 
the  work  of  Professor  N.  F.  Blake,  and  particu- 
larly from  his  recent  essay,  'Caxton  prepares  his 
Edition  of  the  "Morte  Darthur"  ',  in  the  Journal 
of  Librarianship  (Volume  8,  Number  4,  October 
1976,  pp.  27L-285).  One  particular  point  may  be 
made  here.  Mr.  Needham  takes  at  face  value 
what  Caxton  says  in  his  Preface  about  the  many 
requests  he  had  had  from  various  noble  gentle- 
men to  print  the  story  of  Arthur,  and  about  his 
own  hesitation.  'Caxton  was  doubtful  of  the  new 
assignment',  Needham  says,  paraphrasing 
Caxton's  Preface,  'for  some  men  denied  that 
Arthur  ever  existed,  but  one  of  the  gentlemen 
present  confuted  this'.  We  should  be  more  con- 
scious of  Caxton  the  business-man  in  such  mat- 
ters, as  Blake  instructs  us,  and  interpret  instead: 
'Caxton  pretends  to  express  doubt,  in  order  to 
provide  opportunities  for  the  forceful  repudia- 
tion of  his  doubts  (and  confirmation  of  the  value 
of  his  book)  by  one  of  the  gentlemen  he  imagines 
to  be  present  at  an  imaginary  high-level  colloquy 
which  itself  raises  the  prestige  of  Caxton's  whole 
publishing  enterprise'. 

The  other  two  volumes  depend  more  for  their 
importance  on  the  intrinsic  interest  of  their 
originals,  which  is  not  inconsiderable,  and  on  the 
presence  of  woodcuts.  'The  Game  of  Chess'  is 
not  quite  what  might  be  expected.  Chess  was 
very  popular  in  the  Middle  Ages,  but  this  is  not 
a  manual  for  chess-players,  but  an  analysis  of  the 
estates  of  mediaeval  society  and  their  duties,  done 
under  the  guise  of  an  allegorical  description  of 


the  pieces  in  chess.  Each  of  the  pawns  is  given  a 
separate  role  and  this  enables  the  treatise,  which 
Caxton  himself  translated  from  the  French,  to 
deal  with  the  whole  range  of  the  lower  estates  in 
considerable  detail.  The  Introduction,  by  N.  F. 
Blake,  deals  mainly  with  the  interest  of  the 
original  publication  (c.  1483)  as  a  second  edition 
of  a  work  that  Caxton  had  already  published  in 
Bruges  (1474).  Professor  Blake  points  to  the 
various  changes  that  were  necessitated  by  the  fall 
into  disfavour  and  death  of  the  original  dedicatee, 
the  Duke  of  Clarence,  and  by  the  introduction 
of  woodcuts  and  a  new  form  of  chapter-heading. 
Caxton  did  the  minimum  that  was  necessary,  and 
what  he  did  was  concerned  solely  with  the  sale- 
ability  of  the  re-issued  volume.  Professor  Blake 
makes  the  important  point  that  the  set  of  type 
used  by  Caxton  for  the  'Game  of  Chess'  was  by 
no  means  the  best  he  had  available  (that  is,  in 
modern  terms,  the  clearest  and  most  readily 
legible).  He  used  in  preference  a  bdtarde  type 
which  closely  resembled  the  script  of  fashionable 
Burgundian  manuscripts,  a  mark  of  his  unshake- 
able  faith  in  the  superiority  of  Burgundian  taste 
or  at  least  of  his  belief  that  to  ape  such  fashions 
would  guarantee  his  prestige  market.  Indeed, 
reading  the  present  facsimile  -  and  it  is  only  in 
such  a  format  that  the  point  could  be  made 
effectively  -  is  very  little  different  from  reading  a 
well-written  late  mediaeval  manuscript. 

Caxton's  'Book  of  the  Subtyl  Historyes  and 
Fables  of  Esope'  (1484),  which  is  reprinted  here 
from  the  sole  surviving  complete  copy  in  the 
Royal  Library  at  Windsor  Castle,  is  Caxton's  own 
translation  of  the  French  edition  (1480)  of 
Steinhowel's  great  collection  of  fables  printed  at 
Ulm  about  1476.  This  being  so,  it  includes  not 
only  the  familiar  Aesopic  collection  of  eighty 
fables  in  four  books,  but  also  £.  fifth  book  of 
fables  recognised  as  being  additions  to  the  usual 
Aesopic  canon,  and  further  fables  (not  all  of  them 
beast-fables)  from  Avianus,  Petrus  Alphonsus  and 
Poggio  Bracciolini  ('Poge  the  Florentyn').  With 
one  hundred  and  sixty  seven  fables  in  all,  and 
further  matter  for  illustration  in  the  anecdotal 
life  of  Aesop  which  is  prefixed  to  the  collection, 
there  are  plenty  of  occasions  for  the  woodcuts 
which  are  a  major  interest  of  this  volume.  They 
have  been  redrawn  in  Caxton's  workshop  from 
copies  of  the  French  edition,  and  are  primitive  in 
execution,  but  there  is  a  good  deal  to  occupy  the 
mind  in  contemplating  them,  both  in  terms  of 
the  choice  of  scene  or  detail  for  illustration,  and 
also  in  bemused  speculation  as  to  the  kind  of 
audience  that  would  have  been  pleased  by  such  pro- 
ductions. The  Introduction  to  this  volume,  by 
Edward  Hodnett,  is  different  from  the  other  two 
volumes  in  that  it  is  confined  more  or  less  to 
generalities  concerning  Caxton's  life,  the  produc- 
tion of  the  woodcuts,  and  the  tradition  and  appeal 
of  the  Aesopic  fable.  Some  rather  large  claims 
are  made  for  the  fables  as  expressive  of  'the 
ambiguities  and  ironies  .it  the  heart  of  existence', 
and  the  reader  may  feel  that  similar  claims  might 
be  made  with  equal  justice  for  the  Brer  Rabbit 
stories  (and  probably  have),  but  this  will  not 
interfere  with  his  recognition  that  there  is  here  a 
uniquely  comprehensive  repertoire  of  classical 
and  mediaeval  fable,  not  easy  to  come  by  in 
authentic  form.  We  can  see  here  not  only  the  raw 
material  from  which  Chaucer  and  Hcnryson  and 
many  later  writers  drew,  but  also  the  elemeiats  of 
a  mental  sub-culture,  since  the  construing  of  the 
Latin  text  of  Aesop  was  one  of  the  earliest  of 
school  exercises.  Derek  Pearsall 
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Fragonard,  more  than  any  other  painter  of  the 
French  eighteenth  century,  is  notoriously  difficult 
to  categorise.  It  is  also  difficult  to  write  about  him 
without  falling  back  on  those  adjectives  which 
accurately  describe  certain  aspects  of  his  art  but 
are  nonetheless  still  pejoratives  -  'frivolous', 
'decorative'  or  'superficial'.  The  difficulty  of 
categorising  Fragonard  (despite  his  being  un- 
questionably a  Rococo  artist)  arises  mainly  from 
his  ha%'ing  made  his  debut  with  Coresus  sacrificing 
himself  of  1765  at  a  moment  when  the  Rococo 
was  already  under  attack:  his  death  in  1806 
occurred  long  after  the  style  had  been  totally 
discredited.  And  it  is  as  a  misfit  that  he  emerges 
from  this  account,  his  proto-Romantic  in- 
dependence of  mind  described  by  Natoire  as 
'.  .  .  an  astounding  facility  to  change  his  ways 
from  one  moment  to  the  next'.  His  quarrels  with 
important  patrons  such  as  the  Montauban 
Treasurer-General  Bergeret  de  Grancourt  (shown 
in  Vincent's  stunning  portrait  from  Besancon 
paradoxically  surrounded  by  Neo-classical  fur- 
nishings) and  the  actress-courtesan  Sophie 
Guimard,  only  confirm  the  impression  of  a 
somewhat  mercurial,  impulsive  nature. 

Mr.  Wakefield  points  out  that  Fragonard, 
more  than  the  obvious  Boucher,  was  an  artist 
truly  representative  of  the  society  for  which  he 
painted.  As  such,  in  a  short  text  of  this  type  it  is 
essential  to  achieve  a  balance  between  the  stylistic 
and  the  historical  analysis  of  an  artist's  work,  and 
this  the  author  does  with  consistent  case.  No 
single  aspect  takes  precedence  over  another,  and 
the  aesthetic  considerations  are  complemented  by 
pertinent  quotations  or  mentions  of  contempor- 
ary authors  such  as  Bachaumont,  Mercier  and 
Grimm  which  are  so  vital  in  evoking  atmosphere. 
A  highly  informative  level  of  contextual  density- 
is  maintained,  in  for  example  paragraphs  such  as 
that  dealing  with  the  commission  to  paint  Day 
and  Night  for  Bellcvuc  which  Fragonard  obtained 
through  the  writer  Cochin.  In  it  are  found  not 
only  indications  for  the  general  reader  of  the 
importance  of  cultural  figures  like  Cochin  or 
Marigny,  but  also  leads  on  different  aspects  of  the 
period  which  the  reader  can  easily  follow  up  for 
himself  in  more  detailed  texts  such  as 
Wildenstein's.  This  level  of  informed  writing  is 
not  generally  associated  with  non-specialist 
literature. 

Although  the  author  is  right  in  demoting  the 
image  of  Fragonard  as  merely  a  virtuoso  per- 
former lacking  any  deeper  perceptions,  he  per- 
haps docs  not  go  far  enough  in  emphasising  and 
analysing  the  peculiar  poignancy  of  many  of  the 
landscapes.  While  the  Tliree  Trees  of  the  early 
1 760s  docs  indicate  the  move  way  from  Boucher's 
cosmetic  build-ups  of  landscape  props  toward 
greater  understanding  of  landscape's  innate  sym- 
bolisms, it  and  other  Dutch-inspired  examples 
should  be  regarded  more  as  catalysts.  The  paint- 
ings whose  style  evolves  from  such  experiments 
are  much  more  profound  than  even  Mr. 
Wakefield  suggests:  the  Kress  Swing,  the  Fete  at 
Saint-Cloud  or  even  the  delightful  little  Bowes 
Museum  landscape  all  have  a  poetic  melancholy 
totally  at  variance  with  their  themes,  and  perhaps 
derive  from  Fragonard's  experience  of  the  Grand 


Maimer  at  first  hand  in  Italy.  The  same  applies  to 
the  diversity  of  Fragonard's  graphic  styles,  which 
receives  little  attention  in  the  text  despite  the 
carefully  chosen  reproductions.  These  include  the 
remarkable  Man  seated  on  a  stone  and  Young  girl 
and  her  sister,  which  when  compared  with  the 
Tasso  or  Ariosto  drawings  hardly  appear  to  be  by 
the  same  hand.  Furthermore,  no  source  is 
suggested  for  these  tours  de  force,  when  it  might 
have  been  useful  to  mention  the  influence  of 
G.  B.  Castiglione  on  both  Fragonard  and  Tiepolo 
thus  setting  the  drawings  in  a  fnore  European 
context.  In  general  terms,  the  only  major 
criticism  which  might  be  levelled  against  this 
book  as  an  introduction  to  Fragonard  is  that  it 
fails  to  relate  him  to  the  wider  sphere  of 
eighteenth-century  bravura  painting  in  Europe, 
especially  in  Germany  and  the  Veneto.  Since  he 
was  virtually  the  only  practitioner  in  France,  this 
is  a  major  omission.  Despite  this  however,  the 
book  is  a  valuable  addition  to  the  new  wave  of 
interest  in  this  country  in  the  dix-huitibne. 

Charles  McCorquodale 
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Perfectly  timed  to  appear  during  the  Pompeii 
exhibition  at  the  Royal  Academy  in  London,  this 
book  makes  an  excellent  introduction  to  the 
subject.  It  does  not  set  out  to  describe  in  any 
detail  the  art,  architecture  or  various  objects 
found  at  Pompeii  and  Herculaneum,  but  is  more 
concerned  to  chart  the  history  of  their  gradual 
rediscovery  and  the  impact  made  on  a  steady 
stream  of  notable  visitors,  many  of  whom  carried 
the  experience  of  them  back  to  their  own 
countries  and  influenced  various  branches  of  art, 
architecture,  design  and  literature.  'Many  a 
calamity  has  happened  in  the  world',  wrote 
Goethe,  'but  never  one  that  has  caused  so  much 
entertainment  to  posterity  as  this  one'.  Apart 
from  the  archaeological  attractions  of  the  two 
cities,  the  presence  of  the  twin-capped  mountain 
also  exercised  a  grim  fascination  over  the  minds 
of  several  visitors,  who  found  themselves  drawn 
up  its  slopes  often  under  perilous  conditions.  As 
Raleigh  Trevelyan's  title  aptly  observes,  its 
darkening  presence  makes  itself  felt  on  any 
visitor  to  the  ancient  sites. 

The  author  makes  no  pretensions  to  scholar- 
ship and  presents  his  material  in  highly  readable 
form,  interwoven  at  the  start  and  at  the  finish 
with  his  own  experience  of  the  Bay  of  Naples. 
He  was,  he  informs  us,  to  miss  the  final  eruption 
in  1944  by  a  matter  of  days,  but  he  is  able  to  quote 
from  first  hand  accounts  which  complement 
those  quoted  from  Pliny  of  the  devastating 
eruption  in  ad  79.  Pliny  was  eighteen  years  of  age 
at  the  time  and  wrote  about  the  event  many  years 
later.  When  the  eruption  occurred  he  was  too 
deep  in  his  books  to  accompany  his  uncle  who 
set  out  by  boat  to  investigate  and  unfortunately 
met  his  death.  For  nearly  sixteen  centuries  after 
this  Pompeii  and  Herculaneum  were  almost  for- 
gotten. Excavations  began  in  the  early  eighteenth 
century  in  a  barbarous  fashion  and  at  one  point 
gunpowder  was  used  to  speed  up  the  operation. 


As  news  of  the  discoveries  spread,  the  visitors 
began  to  arrive.  From  England  in  1755  came 
Robert  Adam  and  the  influence  of  Pompeii  was 
later  found  in  his  designs,  including  those 
executed  for  20  Portman  Square,  now  the 
Courtauld  Institute  of  Art.  Winckelmann 
visited  Naples  in  1758  and  again  in  1762  and  was 
so  infuriated  by  the  way  the  cataloguing  and  pre- 
serving of  objects  was  being  handled,  he  wrote  an 
exasperated  'open'  letter  which  was  sent  to 
scholars  all  over  Europe  and  did  more  than  any- 
thing to  bring  the  importance  of  the  discoveries 
to  the  notice  of  the  world.  Among  the  many 
literati  who  visited  the  ruins,  Bulwer  Lytton,  who 
engaged  the  local  inhabitants  in  detailed  conver- 
sation, wrote  'The  Last  Days  of  Pompeii'  which 
before  long  became  a  classic  and  influenced 
several  late  Victorian  painters,  not  least  Alma- 
Tadema  for  whom  this  introduction  to  the  daily 
life  of  an  ancient  civilisation  proved  an  endless 
source  of  inspiration. 

One  of  the  most  disingenuous  devotees  that  : 
Raleigh  Trevelyan  mentions  is  Sir  William 
Hamilton,  the  British  envoy  to  Naples,  who 
devoted  his  interests  to  the  ruins  and  collected  a 
famous  collection  of  vases  and  antiquaries,  which, 
when  illustrated,  provided  inspiration  for  Josiah 
Wedgwood.  After  devoting  many  years  of ! 
study  to  Pompeii  and  Herculaneum  he  found  the  1 
beauties  of  their  art  in  real  life  in  the  form  of  the 
twenty-year-old  Emma  Hart,  whom  he  per- 
suaded to  dress  and  pose  in  the  fashion  ofj 
Herculaneum  dancers.  He  eventually  married  her  i 
and  she  promptly  put  on  weight  but  still  con- 
tinued to  pose  and  caught  the  attention  of  Nelson  I 
when  he  came  to  Naples,  thus  setting  up  the 
famous  menage-a-trois. 

In  1861  more  systematic  and  scientific  excava- 
tions began  when  Giuseppe  Fiorelli  was  put  in 
charge.  He  discovered  a  way  of  using  the  shells  of 
ash  and  pumice  stone  that  had  formed  around  the 
figures  as  moulds  from  which  plaster  casts  could 
be  made.  These  revealed  in  detail  the  full  horror 
of  death  by  suffocation.  It  was  this  intimate' 
aspect  of  Pompeii  that  gave  Rose  Macaulay  the 
sensation  she  was  looking  through  a  telescope  at  a 
remote  age  brought  incredibly  close. 

Raleigh  Trevelyan's  text  is  supplemented  by  a . 
large  number  of  illustrations,  many  of  them  in 
excellent  colour.  Present  day  photographs  of 
various  sites  can  be  compared  with  nineteenth- 
and  eighteenth-century  watercolours  and  en-, 
gravings.  The  reader  will  be  surprised  at  the. 
number  of  artists  who  have  so  successfully 
captured  Vesuvius  erupting.  None  of  the  artists  | 
represented  are  however,  from  the  twentieth' 
century  and  although  excavations  are  still  takingj 
place,  present  day  Pompeii  appears  to  have  losti 
some  of  the  glamour  and  mystery  it  must  have 
presented  to  eighteenth-  and  nineteenth-century 
travellers.  No  longer  are  objects  left  at  some  pre- 
pared spot  to  be  unearthed  as  if  by  accident  in 
front  of  important  visitors;  present  day  tourist 
industry  shows  no  such  consideration.  But  since 
the  first  re-awakenings  subsequent  layers  of 
interest  have  been  added  by  the  many  distin-i 
guished  visitors  to  the  scene,  who  repopulate  the 
silent  streets  in  the  twentieth-century  imagina-J 
tion.  It  is  by  drawing  our  attention  to  this  recent  | 
history  that  the  book  achieves  its  rich  and  exciting 
interpretation  of  these  exotic  ruins. 

Frances  Spalding 
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In  the  last  two  years 
Monte  Carlo  has  become 
an  increasingly  vital  centre 
of  the  Arts  trade. 
During  the  course  of  1977 
some  of  the  most  renowned 
dealers  in  France  will  be 
opening  new  galleries, 
joining  the  distinguished 
group  already  well 
established.  In  this  and  the 
following  pages  we  present 
a  selection  of  some  of  the 
fine  works  of  art  which 
have  been  on  display 
in  recent  months. 


SOCIETE  DES  BAINS  DE  MER 

I .  The  Promenade  in  front  of 
tlie  Casino  in  igoo. 


Although  it  is  the  popular  idea  that  the  main  attractions  of  Monte  Carlo 
are  gambling  and  galas,  there  exists  in  the  Principality  an  artistic  tradition 
which  goes  back  beyond  the  foundation  of  the  town  by  Prince  Charles  in 
in  1866.  For  the  greater  part  of  Monte  Carlo's  first  century,  however, 
the  arts  in  the  new  town  have  centred  around  music,  ballet  and  the  theatre. 
The  Salle  Gamier,  a  miniature  Paris  Opera,  was  opened  in  1879  with  a 
memorable  performance  by  Sarah  Bernhardt,  and  Monte  Carlo  rapidly 
became  a  centre  for  music  and  the  dance  after  the  national  opera  was  founded 
by  Prince  Albert  1  in  1892.  It  is,  of  course,  for  the  ballet  that  Monte  Carlo 
has  established  a  pre-eminent  name.  The  first  performances  of  the  Diaghilev 
ballets  took  place  in  the  Salle  Gamier  in  1911,  with  Nijinski  dancing  the 
title  roles  of 'Le  Spectre  de  la  Rose'  and  'Narcissus'.  Between  then  and  1923, 
when  the  ballet  established  permanent  winter  quarters  in  Monte  Carlo, 
the  Ballet  Russe  performed  regularly  amid  designs  by  artists  such  as  Picasso, 
Matisse,  Braque,  Juan  Gris  and  Marie  Laurencin. 

Now,  at  the  beginning  of  Monte  Carlo's  second  century,  the  visual  arts 
are  beginning  to  rival  the  older  tradition.  Since  Prince  Rainier  rejuvenated 
and  remodelled  Monte  Carlo,  bringing  it  into  line  with  the  growing 
cities  of  the  modern  world,  the  art  trade  has  been,  at  first  slowly  and  now 
with  a  sudden  surge,  moving  onto  a  stage  which  is  increasingly  attracting 
the  new  collectors.  Important  dealers  such  as  Black-Nadeau  Gallery, 


Segoura  and  Malingue  have  set  up  business  in  the  Principality  and  great 
traditional  jewellers  like  Carticr  and  Van  Clccf  are  being  joined  there  by, 
among  others,  Bulgari  and  Buccellati. 

Having  already  established  a  flourishing  office  in  Paris,  Sotheby  Parke 
Bernet  was  not  slow  to  observe  the  new  trend,  and  in  the  autumn  of  1974 
began  conversations  with  the  Societe  des  Bains  de  Mer  through  its  highly 
respected  president,  Prince  Louis  de  Polignac,  aimed  at  organising  auction 
sales  in  the  Principality.  The  Monegasquc  Government  welcomed  the  new 
venture;  a  form  of  close  collaboration  was  evolved  with  the  Societe  des 
Bains  de  Mer,  and  under  the  aegis  of  the  Monaco  huissier,  the  first  sale 
took  place  in  May  1975. 

In  two  short  years,  we  have  the  creation  in  Monte  Carlo  of  something 
new  -  an  international  art  market  of  the  highest  standing.  The  galas  and 
gambling  still  go  on  and  music  and  ballet  continue  to  enrich  the  life  of 
the  Principality.  The  new  element  which  the  art  world  has  introduced  is 
complementary  to  the  artistic  development  which  has  gone  before,  and  is 
helping  to  ensure  that  Monte  Carlo  still  remains  a  byword  for  all  that  is 
glamorous  and  of  impeccable  quality  in  the  second  half  of  the  twentieth 
century. 

John  Templeton-Cotill 
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Left. 

ADER  PICARD  TAJAN 

Double  Louis  d'or  from  the  reign 
of  Louis  xm,  Paris  1640. 


S.  A.  P.  J.  O. 

Silver  teapot  by  Jean-Francois  Guillebert  a, 
Calais,  c.  1768-1775. 


Left. 

GIANMARIA  BUCCELL ATI 
IN  MONTE  CARLO 
(CLEMENTE  CARLO 
KAISER) 

Silver  table  centrepiece 
by  Gianmaria  Buccellati, 
decorated  with 
hardstones. 
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The  Arts 
in  Europe 


GREAT  BRITAIN 


Recent  Acquisitions 

Two  of  London's  museums  arc  currently  show- 
ing a  selection  of  their  recent  acquisitions:  from 
the  Print  Room  of  the  Victoria  and  Albert 
Museum  are  miniatures,  watercolours,  drawings, 
book  illustrations,  cartoons,  posters  and  other 
prints,  all  of  them  acquisitions  made  during  1976; 
at  the  National  Portrait  Gallery  arc  paintings, 
drawings,  sculpture  and  photographs. 

The  Victoria  and  Albert  Museum's  recent 
purchases  have  concentrated  on  the  twentieth 
century  where  the  collection  is  at  its  weakest. 
They  include  a  group  of  British  abstract  paintings 
from  the  1930s,  influenced  by  Russian  Construct- 
ivism (one  of  El  Lissitzky's  lithographs  from  the 
Proun  series  is  displayed),  some  Surrealist  works 
such  as  John  Armstrong's  Arum  Lilies,  prints  by 
Henry  Moore,  Rauschenburg,  Lichtenstcin  and 
Kitaj,  and  several  contemporary  posters  for  exhi- 
bitions and  plays.  In  a  lighter  vein  are  several 
extremely  funny  Punch  cartoons  and  other  cari- 
catures. On  the  more  conventional  side  arc  water- 
colours  by  eighteenth-  and  nineteenth-century 
artists,  several  of  them  Welsh :  for  example,  a 
view  of  the  coast  at  Sorrento  by  Thomas  Jones,  a 
pupil  of  Richard  Wilson,  whose  reputation  has 
been  established  only  recently  and  whose  works 
remain  scarce,  and  a  splendid  view  by  Owen 
Jones  of  the  interior  of  the  lighting  shop,  Osier's 
Gallery  in  Oxford  Street,  famed  for  its  stained 
glass  roof,  which  he  built  in  1859.  Another 
section  of  the  exhibition  is  devoted  to  design.  In 
several  instances  objects  arc  displayed  alongside 
their  preliminary  designs:  a  drawing  of  a  woman 
by  J.  D.  Schubert,  17X6,  is  displayed  next  to  a 
Meissen  cup  and  saucer  of  c.  1790  painted  with  a 
scene  from  Goethe's  Sorrows  of  Wertlier  which 
includes  the  same  woman,  and  designs  for  a  set  of 
bath  taps,  1900,  by  N.  E.  Dawson  arc  shown  next 
to  the  taps  themselves. 

The  National  Portrait  Gallery  purchases 
include  a  life-size  portrait  of  Nelson  standing  on 
the  deck  of  hms  1  'anguard  after  the  Battle  of  the 
Nile  in  1798,  painted  by  Guy  Head,  Sir  Peter 
Lely's  informal  portrait  of  the  future  James  n, 
then  Duke  of  York,  with  his  first  wife,  painted  in 
the  mid-i66os,  soon  after  their  marriage  in  exile, 
three  panel  paintings  by  Cornelius  Johnson  of  the 
three  children  of  Charles  1,  a  study  by  Gains- 
borough of  the  artist's  lost  painting  of  his 
musician  friend  Carl  Fricdrich  Abel,  a  self- 
portrait  by  G.  F.  Watts,  a  pencil  drawing  by 
Cornelius  Varley  of  the  archaeologist  Sir  William 
Gell,  and  a  self-caricature  of  Sir  Max  Beerbohm. 


Bedford  extension 

A  large  new  extension  to  the  Cecil  Higgins  Art 
Gallery,  Bedford,  was  opened  last  December.  In 
it  are  displayed  many  of  the  museum's  finest 
treasures,  notably  the  important  collection  of 
English  and  Continental  ceramics,  including 
porcelain  waterbirds,  and  the  fine  collection  of 
English  watercolours  and  modern  prints.  Many 
of  the  Museum's  recent  acquisitions  are  also 
displayed,  such  as  the  Handley-Read  collection  of 
Victorian  and  Edwardian  pictures  and  Decorative 
Arts.  Amongst  the  pictures  are  John  Frederick 
Lewis'  Cairo  Interior  -  Entrance  to  the  Harem, 
Frederick,  Lord  Lcighton's  A  Ruined  Mosque, 
Broussa,  Sir  Lawrence  Alma  Tadcma's  water- 
colour,  Tiie  Street  Altar,  and  Joseph  Crawhall's 
A  Lincolnshire  Stream.  Many  important  objects 
designed  by  William  Burges  (1827-1881)  include 
a  dressing  table  of  mahogany,  painted  red  and 
gilded,  and  inset  with  oil  portraits  of  members  of 
the  Crocker  family  by  William  Smallfleld. 

Edgar  Chahine 

3  March-31  March  1977 
Lumley  Cazalct  Limited, 
24  Davics  Street  wi. 

Lumley  Cazalct  arc  continuing  their  imaginative 
series  of 'Belle  Epoque'  exhibitions  with  a  display 
of  prints  by  Edgar  Chahine.  This  coincides  with 
the  publication  of  M.  R.  Tabanelli's  catalogue 
raisonne  of  Chahinc's  graphic  work,  which  is 
much  better  known  in  France  and  the  United 
States  than  it  is  here.  Chahine's  background  was 
cosmopolitan  to  a  degree;  he  was  born  in  Vienna 
of  Armenian  parents  living  in  Constantinople, 
studied  in  Venice,  and  spent  his  working  life  in 
Paris.  His  work  is  delicate  and  sparkling,  revell- 
ing in  the  gaiety  of  Third  Republic  Paris,  but 
occasionally  dwelling  pointedly  on  themes  of 
poverty,  loneliness  and  suffering.  He  died  at  the 
age  of  seventy-three  in  1947. 


Headboard  of  a  bed  designed  by 
William  Burges,  mahogany  painted  red, 
stencilled  and  gilded,  fitted  with  a  painting  by 
Henry  Holiday, 
The  Sleeping  Beauty,  1867. 
Height  of  bed:  175.3  cm. 
Thc  Cecil  Higgins  Art  Gallery,  Bedford; 
Handley  Read  Collection. 

Artists  at  Curwen 

23  February-n  April  1977 
The  Tate  Gallery,  Millbank,  swi 

In  celebration  of  Curwen  Studio's  gift  of 
approximately  seven  hundred  lithographs  to  the 
Tate  Gallery  through  the  Institute  of  Contem- 
porary Prints  (a  charitable  trust  set  up  in  1973  to 
establish  a  contemporary  graphic  collection  in 
association  with  the  Tate),  the  Tate  is  currently 
exhibiting  a  selection  of  these  lithographs.  Eighty- 
three  prints  by  forty-one  artists  can  be  seen 
ranging  in  date  from  Patrick  Heron's  Black  and, 
Blue  Stripes  and  Grey  and  Black  Stripes,  both  o& 
1958,  to  Curwen's  most  recent  gift  to  the  Tate, 
Bill  Jacklin's  Sky  Light  of  1975.  Other  artists 
represented  include  Allen  Jones,  David  Hockney, 
Graham  Sutherland,  Barbara  Hepworth,  Duncan 
Grant,  and  Stanley  Jones,  master  printer  at j 
Curwen  Studio  from  its  opening  in  the  late 
1950s  to  the  present  day.  With  few  exceptions, 
the  prints  in  the  show  are  studio  proofs  and  range 
in  technique  from  straight  lithography  to  the 
more  complex  processes  of  photo-lithography 
mAfrottage. 

In  addition  to  the  contemporary  Studio 
lithographs,  a  separate  section  of  the  exhibition' 
displays  items  produced  by  the  Curwen  Picss  in 
the  1920s,  1930s  and  1940s.  During  that  period, 
before  the  opening  of  the  Studio,  the  Press,  a 
strictly  commercial  venture,  was  responsible  for 
innovations  in  both  machine  typography  and! 
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illustration,  including  new  ways  of  printing 
■Bo-cuts  and  engraving.  The  illustrated  books, 
posters,  calendars,  pattern  papers  and  specimen 
books  by  such  artists  as  Claud  Lovat  Fraser, 
Edward  Bawden,  Eric  Gill,  John  l'iper  and 
Edward  Ardizzone  found  in  this  section,  provide 
a  comprehensive  view  of  the  impressive  pre-war 
activities  at  the  Press.  Several  artists  such  as  Piper. 
Ardizzone,  Bawden,  and  Sutherland  went  on 
from  the  press  to  work  at  the  studio,  and  are 
represented  by  w  orks  in  both  sections  of  the 
exhibition. 

A  richly  illustrated  catalogue  written  by  Pat 
Gihnour,  former  head  of  the  Tate's  print  de- 
partment, accompanies  the  show.  Ms.  Gihnour 
traces  the  history  of  the  Press  and  birth  of  the 
Studio,  giving  special  attention  to  the  contribu- 
tions of  Harold  Curwcn  and  Oliver  Simon, 
partners  at  the  Press,  who,  during  the  pre-war 
years  did  much  to  encourage  noted  artists  to 
become  involved  in  the  printing  process.  The 
catalogue  also  gives  an  informative  and  careful 
documentation  of  the  varied  innovative  techni- 
cal processes  experimented  with  at  Curwen, 
largely  through  the  efforts  of  Stanley  Jones, 
including  the  diazo-lithography  process  made 
popular  by  Henry  Moore.  Finally,  the  catalogue 
considers  the  major  artists  involved  in  both  the 
Studio  and  Press  and  provides  a  checklist  of  the 
complete  Curwen  gift  to  the  Tate  Gallery. 

The  catalogue  gives  long  overdue  attention  to 
the  importance  of  the  Curwen  Press  and  the 
Curwen  Studio,  which,  through  the  bringing 
together  of  artist  and  printer,  and  the  encourage- 
ment of  experimentation  in  innovative  technical 
processes,  embarked  on  a  revolution  in  art  litho- 
graphy in  Britain,  giving  to  the  medium  an 
importance  it  had  not  enjoyed  since  the  nine- 
teenth century.  The  exhibition  itself  provides  an 
opportunity  for  the  public  to  view  the  fruits  of 
this  revolution  and  to  see  a  comprehensive 
selection  of  twentieth-century  British  litho- 
graphy, which  now  thanks  to  Curwen,  is  in  the 
permanent  collection  of  the  Tate  Gallery. 

AlMEE  TROYEN 


Graham  Sutherland. 
Cover  for  Curwen  Press  News  Letter  No.  12, 
June  1936,  autolithograph,  26  X  19  cm. 
The  Tate  Gallery,  London. 


F.  D.  Hardy. 
Baby's  Birthday, 
Wolverhampton  Art  Gallery. 


Hardy  was  one  of  a  close  group  of  friends  who 
gathered  in  Cranbrook,  Kent,  during  the  second 
half  of  the  nineteenth  century,  to  paint  the  life  and 
characters  of  the  countryside.  Other  members  of 
the  Cranbrook  Colony  were  Hardy's  brother, 
George,  J.  C.  Horsley,  A.  E.  Mulready,  G.  B. 
O'Neill  and  Thomas  Webster,  all  of  whom  are 
represented  in  the  exhibition.  Apart  from 
Wolverhampton's  own  fine  collection  of  the 
works  of  these  artists,  paintings  and  related 
material  have  been  gathered  from  public  and 


private  sources  all  over  the  country.  These 
present  an  unsentimental  view  of  the  ordinary 
life  of  the  period,  free  from  the  moralising  found 
in  so  much  Victorian  painting.  The  exhibition  is 
at  Wolverhampton  until  12  March  and  at  the 
Laing  Art  Gallery,  Newcastle-upon-Tyne  from 
26  March  to  17  April  1977. 

Also  at  Wolverhampton  until  13  March  is  the 
National  Gallery's  loan  exhibition  'Pictures  from 
Eighteenth  Century  Venice'  mentioned  in  The 
Connoisseur  last  December. 


English  oval  japanned  tray, 
painted  with  a  house  by  a  river  in  a  landscape, 
late  eighteenth  century, 
Asprey's. 
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James  Giles 


China  and  Enamel  Painter,  171 8-1780 
3-18  March  1977 
Albert  Amor,  37  Bury  Street,  St.  James's,  swi 

James  Giles  painted  and  gilded  porcelain  and 
•  glass  tor  the  Worcester  Porcelain  Company  and 
.  others  during  the  third  quarter  of  the  eighteenth 
century.  Little  is  known  of  his  early  career  other 
than  that  he  was  of  Huguenot  extraction  and  that 
he  set  up  a  workshop  in  London  in  1765,  with 
artists  whose  method  of  painting  on  ceramics  is 
distinctive.  This  'wet-brush'  technique,  in  which 
brilliant  colours  are  applied  with  a  well-charged 
brush,  can  be  of  very  high  quality,  but  several 
different  hands  are  discernible,  some  more 
competent  than  others.  The  workshop  produced 
several  different  styles  of  decoration,  for  example, 
Dutch  genre,  with  'Teniers'  figures  or  French 
Rococo  with  'Wattesque'  figures;  there  are  also 
pieces  decorated  mainly  with  fruit,  or  flowers,  or 
birds.  In  some  of  these,  characteristics  such  as 
flowers  with  spiky  petals,  sliced  fruit,  'pink- 
scale'  borders,  and  handles  with  a  line  of  gold 
spots,  are  recognisable.  Several  of  the  workshop's 
most  finely  painted  pieces  are  in  the  exhibition: 
one  of  the  two  teapoys  sold  by  the  Grubbe 
family  (descendants  of  Giles)  painted  with  a 
'Wattesque'  figure  of  a  boy,  a  hexagonal  vase, 


Junket  dish  of  deep  circular  scalloped  design, 
unmarked,  Worcester. 
Diameter:  10  inches. 
The  Dyson  Perrins  Museum,  Worcester. 


Sucrier  and  cover,  unmarked,  Worcester. 
Height:  4.J  inches. 
Private  Collection. 


Old  Euston  Station, 
looking  towards  platform  4  and  5 
(now  demolished). 


one  side  painted  with  chinoiscrie  figures,  the  other 
with  naturalistic  birds;  a  dessert  dish  from  the 
Hope-Edwards  service,  painted  with  fruit  and 
flowers;  a  very  rare  cup  and  saucer  with  a  jade- 
green  ground  and  naturalistic  birds  and  a  teapot 
and  stand  with  a  sea-green  ground  and  naturalistic 
birds,  both  beautifully  painted  and  coloured. 
There  is  also  a  plate  from  the  service  decorated 
with  landscapes  in  green  monochrome  at 
Corsham  Court  belonging  to  Lord  Methuen.  A 
record  of  the  purchase  in  1777  of  the  whole  ser- 
vice from  Giles  by  Paul  Methuen  still  exists. 

All  the  pieces  in  this  extremely  interesting 
exhibition  are  on  loan,  many  from  a  large 
private  collection,  others  from  the  Dyson  Perrins 
Museum,  Worcester  and  from  the  Ashmolean 
Museum,  Oxford.  By  bringing  together  several 
pieces  which  can  safely  be  attributed  to  the  Giles 
workshop  and  by  showing  examples  of  the 
different  styles  of  decoration,  it  is  hoped  that  their 
common  characteristics  can  be  denned  and  a  basis 
for  future  research  provided. 

Briony  Llewellyn 


The  photograph  above  is  displayed  in  'Off  the 
Rails',  an  exhibition  organised  by  save  Britain's 
Heritage  devoted  to  the  fate  of  railway  buildings 
-  stations  and  all  associated  structures  such  as 
railway  hotels,  viaducts  and  signal  boxes.  British 
Rail  own  more  than  five  hundred  buildings  of 
historical  interest,  many  of  which  are  no  longer  in 
full  use,  and  are  therefore  deteriorating.  One 
example  is  Snow  Hill  Station,  Birmingham 
which  was  closed  in  1972:  the  main  part  of  the 
station  was  a  fine  Victorian  edifice  but  it  is  now 
in  a  bad  state  of  repair  and  will  go  the  way  of 
Euston  Station  unless  something  is  done  quickly. 
When  over  three  thousand  stations  were  closed 
as  the  result  of  the  Beeching  Report  (1963),  about 
one  third  of  these  were  sold  and  a  few  have  now 
been  converted  for  other  uses,  such  as  private 
houses,  a  pub,  a  sports  hall  and  a  publishing  firm. 
save  aims  to  show  that  many  railway  buildings 
still  owned  by  British  Rail  could  be  put  to  good 
use  in  similar  ways  to  the  benefit  of  both  travel- 
lers and  British  Rail.  The  exhibition  is  at  the 
Heinz  Gallery,  rlba  Drawings  Collection,  Port- 
man  Square,  wi,  until  6  March. 


Silver  plate  with  relief  of  Dat'id  slaying  a  Lion, 
613-629/30  ad;  found  in  Cyprus  in  1902  and 

part  of  the  'Second  Cyprus  Treasure'. 

Metropolitan  Museum  of  Art,  New  York. 


One  of  the  many  magnificent  treasures  from 
what  promises  to  be  a  splendid  and  exciting 
exhibition:  'Wealth  of  the  Roman  World  -  Gold 
and  Silver  ad  300-700*  at  the  British  Museum 
from  1  April  to  1  October  1977.  Over  six 
hundred  gold  and  silver  objects  -  coins,  medals, 
cups,  plate  and  jewellery  -  will  be  displayed. 
Although  most  of  the  exhibits  are  from  the 
British  Museum's  collections,  they  will  be  aug- 
mented by  loans  from  the  State  Hermitage, 
Leningrad  and  the  Metropolitan  Museum  of  Art, 
New  York;  through  being  brought  together 
in  one  area  they  will  be  re-examined  in  new 
contexts  and  their  artistic  and  historical  import- 
ance re-assessed.  Further  details  of  the  objects 
will  be  appearing  in  future  issues  of  The 
Connoisseur. 


E.  X.  WlNTERHALTER. 

Prim  e  Alfred  (Duke  of  Edinburgh). 
Royal  Collection,  Windsor. 
By  gracious  permission  of  Her  Majesty  the  Queen. 


One  of  the  Royal  Academy's  contributions  to  the 
celebrations  for  Her  Majesty  the  Queen's  Silver 
Jubilee  is  'This  Brilliant  Year',  an  exhibition  to 
commemorate  Queen  Victoria's  Golden  Jubilee 
in  1887.  The  centre  of  attraction  is  a  group  of 
portraits  of  Queen  Victoria  and  her  family  by  the 
renowned  portrait  painter,  Winterhalter,  which 
have  never  before  been  exhibited.  Many  other 
important  Victorian  paintings,  by  such  artists  as 
Landseer  and  Frith,  arc  augmented  by  marble 
busts,    commemorative    ware    and  Victorian 


memorabilia.  Several  generous  private  loans 
have  been  made,  over  half  by  Her  Majesty.  A 
lively  display,  conveying  the  pomp  and  cere- 
mony of  1887  ('this  brilliant  year',  as  Queen 
Victoria  described  it  in  her  personal  diary)  the 
exhibition  should  make  .1  wide  appeal  to  all  those 
interested  in  the  glories  of  the  Victorian  era.  It  fills 
the  Private  Apartments  of  the  Royal  Academy 
from  19  March  to  10  July  1977. 


Image  of  an  Epoch 

The  subject  of  the  seventh  'Painting  in  Focus' 
exhibition  at  the  National  Gallery  until  20  March 
is  the  portrait  of  Madame  Moitessier,  by  Ingres. 
The  picture  is  displayed  basking  in  a  luxurious 
setting,  to  which  admission  is  gained  through 
sumptuously  draped  curtains  of  crimson  brocade. 
Within,  the  complete  absence  of  daylight  intensi- 
fies an  atmosphere  of  agoraphobic  affluence 
appropriate  to  the  Second  Empire. 


Ingres  was  an  artist  so  concerned  with  minute 
detail  that  his  work  lends  itself  particularly  well 
to  exegctic  display,  and  Michael  Wilson,  the 
Assistant  Keeper  who  has  organised  the  exhibi- 
tion, provides  a  fascinating  variety  of  back-up 
material,  including  photographs  of  preliminary 
drawings  and  x-ray  and  infra-red  photographs  to 
trace  the  development  of  the  picture  in  the  artist's 
mind,  together  with  nineteenth-century  fashion- 
plates,  which  set  it  in  the  context  of  the  history 
of  dress.  In  addition,  jewellery  and  fabric  on  loan 
from  other  museums  help  to  give  the  visitor  a 
sense  of  period. 

Technically,  Ingres  was  a  virtuoso,  yet  the 
suave  brilliance  of  his  finished  picture  greatly 
belies  the  agonies  of  frustration  he  experienced 
while  working  on  it.  He  was  originally  asked  to 
paint  Ines  Moitessier,  the  wife  of  a  nouveau-riche 
banker  twice  her  age,  in  1844,  and  this  first 
version  was  going  to  include  her  small  daughter. 
Five  years  later,  however,  it  was  abandoned.  A 
new  one  was  begun  in  1851  and  finished  within 
the  year,  but  in  1852,  Ingres,  dissatisfied,  returned 
to  the  former  canvas  and  worked  on  it  spasmodi- 
cally until  1856,  when  at  last  it  was  completed. 
Throughout  the  twelve  years  devoted  to  the 
project  on  and  off,  Ingres  not  only  modified  his 
initial  composition  but  also  of  necessity  up- 


dated the  model's  dress  and  hairstyle.  His 
signature  bears  witness  to  these  labours,  stating 
his  own  age  (seventy-six)  at  the  picture's  comple- 
tion rather  than  that  of  the  sitter,  as  would  have 
been  more  traditional. 

Madame  Moitessier,  despite  the  clarity  of  her 
surroundings,  exudes  that  sense  of  sultry  in- 
scrutability habitually  conjured  by  Ingres  in  his 
oriental  subject-pictures.  The  story  of  her  pensive 
pose  is  explained  in  the  booklet  accompanying 
the  exhibition. 

No  artist  exists  in  a  vacuum,  Ingres  least  of  all; 
his  debt  to  his  predecessors  from  sixteenth- 
century  Florence  to  eighteenth-century  France  is 
admirably  dealt  with,  while  his  own  influence  on 
his  contemporaries  comes  across  in  a  slightly 
later  portrait,  painted  by  Paul  Baudry. 

Paul  Spencer-Longhurst 


FRANCE 


Impressionist  Masterpieces 

The  Musee  des  Beaux-Arts  at  Lille,  Place  de  la 
Republique,  has  recently  received  some  import- 
ant gifts.  Three  sculptures  by  Rodin  and  some 
fifteen  Impressionist  canvases  have  been  added  to 
the  Sisleys,  Monets  and  Rcnoirs  which  have  been 
in  its  possession  for  thirty  years.  Boudin  (Le 
Rivage  de  Deauville)  and  Albert  Lebourg  enjoyed 
the  light  of  Normandy,  Claude  Monet,  Sisley 
and  Lepine  dwelt  on  the  greys  and  pinks  of  the 
Paris  winter.  From  the  Post-Impressionists  is  a 
forceful  Raffaelli,  Les  Boulevards,  a  very  Symbolist 
Le  Sidaner,  several  Pointillists  and  a  delicate 
Bouquet  de  roses  signed  by  Vuillard. 

Wagner  in  the  Capital 

The  Bibliotheque  of  the  Theatre  de  l'Opera  is 
mounting  until  31  March  an  original  exhibition 
on  'Wagner  and  Paris'.  There  are  souvenirs  of  the 
different  periods  spent  in  France  by  the  composer 
of  The  Ring,  of  the  scandal  caused  by  Tannhaiiser 
in  1861  and  numerous  caricatures  of  this  music 
considered  so  revolutionary  in  its  day,  of  the 
brawls  which  in  1887  followed  the  first  perform- 
ance of  Lohengrin  at  the  Eden-Theatre  and  in  1891 
at  the  Opera.  Documents  and  models,  costumes 
and  photographs  bring  to  life  a  stormy  period  in 
the  life  of  Paris. 

The  Musee  d'Art  Moderne 

The  appearance  of  the  Musee  d'Art  Moderne  in 
Paris  (11  avenue  du  President  Wilson)  has 
changed  as  a  result  of  the  bequests  of  one  hundred 
and  forty-five  paintings  by  Germaine  Henry  and 
Professor  Henry  Thomas.  Various  facets  of 
modern  art  are  represented  from  Fauvism 
(Braque,  Derain,  Vlaminck)  to  the  Abstract. 
(Messagier,  Fautrier)  including  the  Cubism  of 
Gris  and  Dalaunay  and  the  'Dadalsm'  of  Picaba. 

In  another  room  is  'Twenty  years  of  painting' 
by  Henri  Hayden  (1 883-1970),  particularly  of 
landscapes  of  the  Marne.  Hayden  was  at  first  one 
of  the  important  exponents  of  Cubism  and  subse- 
quently adapted  the  rules  to  a  kind  of  flowing 
lyricism  and  stark  realism  (until  10  March).  Until 
20  March  Vieira  da  Silva  is  exhibiting  a  selection 
of  gouaches  skilfully  executed  in  pale  tones,  and 
until  27  March  several  rooms  are  devoted  to  the 
austere  naturalism  and  sculptural  forms  of  the 
Swiss  painter  Auberjonois  (1 872-1957). 
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ITALY 


The  Musce  d' Orleans  in  Paris 

Until  28  March  the  Louvre  is  showing  the  most 
recent  acquisitions  of  the  Musce  des  Beaux-Arts 
of  Orleans  which  was  seriously  damaged  in  the 
last  war.  The  seventeenth  century  is  represented 
by  Lubin  Baugiri  and  Louis  Le  Nain,  Ferdinand 


Bol  and  Lambert  Doonicr,  the  eighteenth  by 
Hcinsius,  Grimou  and  Perronneau  amongst 
others,  and  later  painters  by  Gauguin  and 
Serusicr,  Gromairc,  Boutet  de  Monvcl  and  the 
sc  ulptor  Gaudicr-Brzcska  who  died  in  1 9 1 5  at  the 
age  of  twenty-four. 

Gerald  Schurr 


Andre  Derain  in  Rome 

In  the  fine  setting  of  the  Villa  Medici,  which  has 
for  some  time  mounted  important  exhibitions  of 
French  art,  aie  many  canvases  and  two  sculp- 
tures by  Andre  Derain  (1 880-1954)  who,  with 
Matisse  and  Vlaminck,  was  one  of  the  founders 
of  Fauvism.  After  1907  he  abandoned  violent 
colours  and  heavy  brushwork  to  embrace  a 
'classical'  style.  In  this  exhibition  are  portraits  of 
Paul  Guillaume,  Modigliani  and  Paul  Poiret 
preceding  the  Arlcquin  series.  Then  follow 
landscapes  of  the  Ile-de-France  which  resemble 
the  work  of  Corot  in  Italy,  and  still-lifes  so 
delicate  and  precise  that  they  recall  the  Mannerist 
decoration  of  the  frescoes  of  Pompeii.  cs 


SWITZERLAND 


Figure  of  Aesclcpius,  God  of  Medccinc, 
amethyst,  Rome,  end  of  second  century. 

Height:  5.5  cm. 
From  Galcrie  Nefer,  a  gallery  dealing  in 
Antiquities,  which  has  recently  opened  at 
Augustinerstrasse  14,  8001  Zurich. 


WEST  GERMANY 


The  Friends  of  Antique  Arms 

This  symposium  has  been  organised  in  Munich 
from  1-3  April  to  give  enthusiasts  and  scholars  an 
opportunity  to  exchange  information  and  ideas 
and  encourage  the  new  generation  of  collectors 
in  this  expanding  field.  There  will  be  a  series  of 
lectures  011  subjects  ranging  from  forgeries 
(Professor  Schedelmann)  to  'Weapons  and 
Superstition'  (Dr.  Uhlemann)  and  the  restoration  ' 
of  edged  weapons.  There  will  also  be  a  tour  of 
the  collection  in  the  Jagdmuseum,  and  an  auction 
of  weapons  by  Graf  Klenau  ohg,  including  fine 
pairs  of  wheel-lock  guns  and  other  rare  and  | 
interesting  items. 


BELGIUM 


Jacques  Monory  at  Charleroi 

Running  concurrently  with  an  interesting  exhi- 
bition 'Graphiqucs  Hollandais'  is  an  exhibition  at 
the  Palais  des  Beaux-Arts  at  Charleroi  until 
27  March  devoted  to  the  art  of  Jacques  Monory 
who  was  born  in  Paris  in  1924.  His  pictures, 
photographic  in  style,  arc  a  reflection  of  his  own 
life.  Such  realism,  often  with  tragic  overtones,  is 
typical  of  the  sensitivity  of 
contemporary  artists. 

GS 
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Canadian  Eskimo  Art 

On  view  at  the  Maison  de  la  Culture,  Les 
Chiroux,  8  Place  des  Cannes,  Liege,  until 
3 1  March  is  a  display  of  an  art  which  is  little 
known  to  Europeans  -  that  of  the  Eskimo  peoples 
of  Canada.  Influenced  both  by  superstition  and 
religion  these  primitive  sculptures  (arrows,  har- 
poons, needles,  statuettes,  masks,  human  figur- 
ines) carved  and  shaped  in  ivory  or  bone, 
demonstrate  in  a  stylised  manner  a  wealth  of 
imagination  and  expressive  realism.  gs 


Carved  walrus  tusk,  Canadian  Eskimo, 
Maison  de  la  Culture,  Liege. 


1 890. 


Salerooms 

Briouy  Llewellyn 

Works  of  art  from  the  Duchy  and  County  oi  Burgundy  rarely 
appear  on  the  art  market.  When  the  Dukes  moved  their  court  to 
Flanders  in  1420  they  employed  many  more  Flemish  artists  and 
craftsmen.  As  a  result  many  paintings,  sculptures,  illuminated 
manuscripts,  tapestries,  gold  and  silver  objects  and  jewellery 
were  produced  to  decorate  their  splendid  courts.  Several  works 
of  art  accompanied  the  Dukes  as  they  journeyed  through  their 
dominions.  Much  was  lost  at  the  three  disastrous  battles  fought 
at  the  end  of  Charles  the  Bold's  reign  and  much  else  has 
subsequently  iound  its  way  into  museums.  On  the  hrst  two  pages 
are  illustrated  some  of  the  few  paintings  and  objects  produced 
under  the  Burgundian  Dukes  which  have  found  their  way  into 
the  salerooms  in  recent  months  complemented  by  other  objects 
made  in  Europe  during  the  late  Middle  Ages.  The  last  page 
shows  items  of  more  general  interest  sold  recently. 
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1.  The  'Defensor  Pads'  by  Marsilius  of  Padua,  and  other  works, 
copied  and  illuminated  in  Burgundy  (Dijon  or  Besancon),  c.  1450; 
this  illustration  shows  Christ  presenting  the  key  of  Heaven  to  Saint  Peter, 
who  kneels  before  a  group  of  Apostles. 

From  the  Phillipps  Library.  Sotheby's,  November  1976.  £7,000. 
The  style  and  a  note  on  the  flyleaf 'In  Domi  Burgimdie'  indicate  a 
Burgundian  origin  for  this  manuscript;  no  copy  of  the  text  is  recorded 
in  the  inventories  of  the  Dukes  of  Burgundy  and  it  is  probable  that 
the  book  was  intended  for  a  monastic  house  in  Burgundy. 
Two  other  manuscripts  by  this  hand  are  known. 
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2.  Book  of  Hours,  written  and  illuminated  in  the  Netherlands,  probably 
by  an  Utrecht  workshop,  from  c.  1400  to  1440,  180  X  122  mm. 
Sotheby's,  December  1976.  £36,000. 

This  Dutch  manuscript  has  unusually  rich  illumination.  It  has  sixteen 
full-page  miniatures  surrounded  by  full  borders  with  flowers  and  animals 
and  was  evidently  painted  over  a  long  period  of  time.  Utrecht  at  this  time 
was  an  independent  archbishopric  within  the  domains  of  the  Dukes  of 
Burgundy. 


3.  Circle  of  Dieric  Bouts. 
The  Madonna  and  Child 
scaled  on  a  wall,  1468, 
34.3  X  22.9  cm. 
Christie's,  November  1975. 
£44>ioo. 

Bouts  died  in  1475  having  spent 
most  of  his  working  life  in 
Louvain.  His  influence  was  wide 
and  his  tradition  \\  .is  carried  on  In 
his  two  sons  and  many  followers. 


4.  Equestrian  seal  of  Philip 
the  Bold,  Duke  of  Burgundy, 
Count  of  Flanders  and  Artois, 
red  wax ;  from  a  manuscript 
dealing  with  a  land  dispute, 
29  August  1391. 
Sotheby's,  June  1976. 
£620. 
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5.  Follower  of  Jan  van  Eyck. 
Christ  as  the  Man  of  Sorrows, 
panel,  28  X  20.5  cm. 
Sotheby's,  December  1977. 
£10,000. 


6.  Book  of  Hours,  written  and 
illuminated  in  the  third  quarter 
of  the  fifteenth  century, 
central  France;  fourteen  miniatures 
within  arched  frames. 
Christie's,  March  1976.  £6,500. 
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7.  The  'Praemissiones'  and  the  'Super  Esaiam',  written  and  illuminated 

in  the  early  fourteenth  century  probably  in  south  Italy. 

From  the  Phillipps  Library. 

Sotheby's,  November  1976. 

£19,000. 

The  text  probably  originated  in  a  Joachimitc  circle  in  southern  Italy  in  the 
mid-thirteenth  century.  The  first  part  consists  of  prophesies  and  mystical 
texts  of  which  the  illustrations  form  an  integral  part;  the  second  part  is  a 
commentary  on  Isaiah  and  other  prophets.  Folio  jh  (shown  here)  depicts 
the  seven-headed  Dragon,  each  of  its  heads  inscribed  with  the  names  of  a 
secular  ruler  from  Herod  and  Nero  to  the  Emperor  Frederick  a, 


8.  Virgin  and  Child,  c.  1370, 
volcanic  stone,  Trier. 
Height:  87  cm. 
Sotheby's,  December  1976. 
£10,000. 
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9.  Virgin  Mary  from  a  Crucifixion 
group,  wood  with  traces  of  gesso 
and  polychrome  decoration, 
first  half  of  thirteenth  century, 
possibly  Auvergne. 
Height:  1.13  m. 
Phillips,  November  1976. 
£3,200. 
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10.  'Roman  dc  la  Rose'  by  Guillaumc  dc  Lorris 
and  Jean  de  Meung,  written  and  illuminated  by 
the  immediate  circle  of  the  Bedford  Master, 
c.  1 400-1 410  in  Paris.  Formerly  in  the 
collections  of  William  Bcckford  of  Fonthill, 
and  the  Duke  of  Hamilton. 
To  be  sold  at  Sotheby's,  July  1977. 

This  is  one  of  the  most  sumptuous  manuscripts  known  of  this  text.  It  was 
made  in  a  Paris  workshop  patronised  by  the  Dukes  of  Burgundy,  but  does 
not  correspond  with  anything  to  be  found  in  their  Ducal  inventories. 
The  same  scribe  wrote  a  copy  of  the  'Fleur  des  Histoires\  presented  in 
March  1403  by  Philip  the  Bold  (died  1404)  to  his  brother  the  due  de  Berry. 
The  illuminated  border  on  the  first  leaf  is  apparently  by  the  same  hand  as 
the  manuscript  in  Brussels  of  the  'Tresor  Armoureux'  owned  by  the 
1  Hikes  of  Burgundy.  The  miniatures  arc  partly  based  on  the  same  models 
as  a  manuscript  given  by  the  entrepreneur  Jacques  Raponde  to  Philip  the 
Bold  as  a  New  Year's  present  in  1403. 
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II.  Bartolomeo  Cesi. 
A  boy  playing  a  viol  da  gawba, 
red  chalk  heightened  with  white, 
on  blue  paper,  234  X  164  mm. 
Sotheby's,  November  1976. 
£  1 9.000. 

formerly  attributed  to  Annibale 
Carracci,  this  drawing  is  a  study 
for  one  of  the  angel  musicians  in 
Cesi's  altarpiece  in  S.  Domenico, 
Bologna.  It  was  in  part  two  of  the 
Italian  and  French  schools  of 
the  Gathorne-Hardy  collection 
(see  The  Connoisseur,  Salerooms, 
July  1976).  Two  of  the  drawings 
fetched  exceptional  prices :  a  sheet 
of  studies  in  black  chalk  by 
Michelangelo  made  £162,000, 
an  auction  record  for  an  Old  Master 
drawing ;  and  a  Sacra  Conversazione 
study  by  Carpaccio  made  £78,000, 
an  auction  record  for  a  drawing 
by  this  artist. 


12.  Parure  de  corsage, 

gold  and  enamel,  designed  by 

Alphonse  Mucha  and  made 

by  Georges  Fouquct, 

c.  1900,  17  X  8.6  cm. 

Sotheby's,  Monaco,  December  1976. 

Fr.  220,000. 


13.  Ming  blue  and  white  jar 
and  related  cover,  painted  with 
the  three  friends,  Chia  Ching. 
Diameter:  38.5  cm. 
Christie's,  December  1977. 
£11,000. 


14.  Gilbert'Stuart. 
John  Mackenzie, 
of  Bayfield,  Rosshire, 
Christie's,  November  1976. 
£32,000,  for  this  and  its  pair, 
a  portrait  of  his  wife. 


15.  Cartel'dock,  Louis  xv,  Paris, 
signed  'Martin  a  Paris'. 
Height:  66  cm. 

Galcrie  Jiirg  Stuker,  Bern, 
December  1976. 
dm.  36,000. 

16.  Yiieh-Yao  waterpot, 

in  the  form  of  a  recumbent  ram, 
Wu  Dynasty, 

second  half  third  century  ad. 
Length:  13  inches. 
Sotheby's,  December  1976. 
£37,ooo. 

This  is  a  very  rare  and  fine  piece. 


Right. 

17.  Three-colour  lacquer  dish 
Ming,  Hung  Chili,  signed 
Wang  Ming,  and  dated  1489. 
7J  inches. 

Sotheby's,  December  1976. 
£31,000. 


CAMDEN 

ANTIQUES 

FAIR 

26  March  -  3  April  1977 

One  of  London's  most  distinouislicd  fairs 


Left. 

FRANK  T.  SABIN 

A  plate  from  'The  Jolly  Old  Squires', 
a  set  of  four  coloured  aquatints 
engraved  by  H.  Papprill  from 
paintings  by  James  Pollard,  published  1840. 


PHILLIPS  OF  HITCHEN 

A  pair  of  early  eighteenth-century 
gilt  gesso  candlestands. 
Height:  37  inches; 
Width:  12  inches. 


Below. 

DELOMOSNE  AND  SON 

A  pair  of  cut  glass  and  ormolu  candelabra, 
English  c.  1800.  Height:  13 \  inches. 


KUNSTMESSE 
KOLN 

Sth  West  Germany  Fine  Art  and  Antiques  Fair 
12-20  March  1977 


K  selection  from  the  many  hue  antiques  and  works  of  art  displayed  on  one  hundred  and  ninety  stands 


Left. 

RUZEK-ANT1QUITATEN 

One  of  a  pair  of  bronze  candlesticks, 
Nuremberg,  1577. 

Below. 

FR  YE  &  SOHN 

Glass,  Brandenburg, 
c-  1735- 


Below. 

kunsthaus  lempertz 
Johann  Christian  Vollerdt. 
Landscape,  52.5  X  71.3  cm. 


Above. 

H.  G.  KLEIN 

Monstrance  by  Wilhelm  Gleen, 
Cologne,  1644.  Height:  84  cm. 


Below. 

POHL  SCIENTIFIC  INSTRUMENTS 

Sundial  by  Johann  Gebhart, 
engraved  ivory  and  coloured, 
Nuremberg,  1548. 


RAVENSBERGER  KUNSTPAICHER 

Vorderstollentruhe,  Westphalian, 
fifteenth  century,  190  X  71  X  96  cm. 


Above. 

KUNSTHAUS  AM  MUSEUM 

Cologne  silver  beaker,  made  tor 
Prince  Franz  Bernhard  of  N  assau, 
1693.  Height:  19  cm. 


Norman  Adams  Ltd. 

S-io  Hans  Road,  Knightsbridge,  London  SW3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
Works  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1813 

Fine  Victorian  and  19th  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  of  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  19th  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  8ha 
Tel:  01-029  2608,  Telex:  21 142 

Fine  antique  furniture,  clocks  and  silver; 
specially  designed  modern  jewellery  and 
presentation  items;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  9DF 
Tel:  01-629  0651/0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
of  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

119  Mount  Street,  London  wiy  5HB 
Tel:  01-493  °444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  Art 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01-629  4018/3397 

Oriental  Ceramics  and  Works  of  Art 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 
Tel:  01-839  3871 

Old  Master  Paintings  and  Drawings 

The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baio  oar. 
Tel:  074  981  2205 

Specialists  in  European  Sculpture  19-201I1 
Century:  Ayrton,  Bourdelle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel:  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  19th  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00-1.00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

3  8  Javastraat,  The  Hague  201 1,  Holland 
Tel:  070-63  07  58 

Fine  Old  Master  Paintings, 
catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352  5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel:  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyfcd,  Wales  GB. 
Tel:  034882  292 

Oriental  Carpet  books  sold.  Catalogues,  listing 
many  books  on  this  subject  sent  free  on  request 

Dclomosne  &  Son  Ltd. 

4  Campdcn  Hill  Road,  Kensington, 
London,  w8 
Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 
Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill,  Long  Lane,  Tong,  Shropshire 
Tel :  Albrighton  3 1 3 1 

Fine  1 8th,  19th  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 

Fine  Art  Society 

148  New  Bond  Street,  London  wi 
Tel:  01-629  5116 

British  Art  of  the  19th  and  20th  centuries, 
Paintings,  Watercolours,  Drawings  and 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  3942 

20th  century  masters  and  contemporary  paintings 
and  drawings 


S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

i8th-i9th  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modern  French 
Paintings 

Fry  Gallery 

58  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 

English  Watercolours  and  Drawings  of  the 
18th  and  19th  centuries 

Galerie  Alexander 

8022  Zurich,  Schipfe  1,  Switzerland. 
Antiques,  Porcelain  and  Glass. 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swix  9BL 
Tel:  01-730  041 1 

18th  and  19th  Century  English  furniture, 
porcelain,  pewter,  prints;  fine  quality  china, 
crystal,  gifts;  decorating 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel:  01-629  2008/9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493  7997 
1 8th  and  1 9th  Century  English  Paintings. 
17th  and  18th  Century  Dutch,  Flemish  and 
Italian. 

1 7th  to  1 9th  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  iaa 

18th  and  early  19th  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  1970 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  wcia  ies 

Tel:  01-636  2121 

Fine  18th  century  English  furniture 

and  Works  of  Art 

Heim  Gallery 

59  Jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  0688 

Old  Master  Paintings  and  Sculptures  in  marble, 
bronze  and  terracotta 


Milne  Henderson 

99  Mount  Street,  London  wi 
Tel:  01-499  2507 
Chinese  and  Japanese  Paintings. 
Japanese  screens  and  prints, 
Oriental  Embroidery 

Hennell  Ltd. 

1  Davies  Street,  Berkeley  Square, 
London  wiy  2NY,  Tel:  01-499  301 1 
Antique  and  modern  jewellery  and  silver,  domestic 
silver  by  the  Hennells  from  1737 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  Victorian  and  fine  modern 
silver 

George  Horan 
(Oriental  Antiques)  Ltd. 

3 8a  Kensington  Church  Street,  London  w8 

Tel:  01-937  9532 

and 

28  St.  Christopher's  Place,  Wigmorc  Street, 
London  wi.  Tel:  01-935  7359 

By  appointment  to  the  Corps 

Diplomatique.  Fine  Oriental  ceramics,  bronzes, 

jades,  ivories,  carvings  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  1 7th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

Alexander  Juran  &  Co. 

74  New  Bond  Street,  London,  wiy  9DD 
Tel:  01-629  2550 

Old  and  Antique  Caucasian  and  Oriental 
Rugs  and  Carpets 

H.W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

M.  Knoedler  Co.  Ltd. 

143  New  Bond  Street,  London,  wiy  9FD 
Tel:  01-499  1923  and  4585  Telex:  24183 

Fine  Paintings 
R.  A.  Lee 

1-9  Bruton  Place,  London  wi 
Tel:  01-629  5600  and  499  6366 

Works  of  art,  fine  furniture,  clocks  and  armour 
Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  11  a. in.  to  6  p.m. 
or  by  appointment. 

18th,  igth  and  20th  Century  Watercolours  and 
Drawings 


D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street, 
Portman  Square,  London  wi 
Tel:  01-723  6595 
Member  of  B.A.D.A. 

Specialist  in  Fine  English  Antique  Porcelain, 
Pottery,  Delftware  and  Enamels 

Marlborough 

6  Albemarle  Street,  London  wix  3HF 
Tel:  01-629  5 161,  Cables:  Bondartos 

Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  20th  Century  Artists 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665; 
Cables:  Milcsart  London. 

English  and  European  Paintings 
of  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  91-839  7595 
Fine  early  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery,  Jewellers  and 
Silversmiths  for  four  generations.  Also  at  Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01-839  4274 

Fine  igth  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3HF 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Phillips  &  Harris 

54  Kensington  Church  Street,  London  \\  S 
Tel:  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art 


Piccadilly  Gallery 

16a  Cork  Street,  London  wi 
Tel:  01-629  2875  and  01-499  4632 

British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 

Pitt  &  Scott  Ltd. 

20/24  Eden  Grove,  London,  N7  8ed 
Tel:  01-607  7321  Telex:  21857 

Packing  and  shipping  of  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders  and 
Chandeliers.  Restorations  in  marble. 

G.  T.  RatcliffLtd. 

Durwards  Hall, 
Kelvedon,  Essex,  coi  2PG. 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 

condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

1 80  New  Bond  Street,  London  w  1  y  9PD 
Tel:  01-409  1 97 1 

Fine  European  Arms  and  Armour 
Islamic  and  works  of  Art, 
Early  Photograpliic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London  swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  511B 
Tel:  01-499  1784/1785 
Fine  English  Furniture  and  works  of  art  of  the 
1 7th  and  1 8th  Centuries 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St.,  London  swi 
Tel:  01-235  8235,  Telex:  916151 

Antique  Paperweights  also  glass  from 

17th- igth  Centuries,  including  English  and  French 

Cameo  glass 

Trevor 

24-25  Mount  Street,  London  wi 
Tel:  01-499  8228 

Important  stock  18th  and  early  igth  Century 
Furniture  and  Works  of  Art 


Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5 161 

Sporting  and  Natural  History 
^  Pictures,  Prints  and  Bronzes 

Earl  D.  Vandekar  of  Knightsbridge 

138  Brompton  Road,  London  SW3 
Tel:  01-589  841 1/3 398 

Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 

Dutch  and  English  paintings  from 
ljth-igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 


Williams  &  Son 

2  Grafton  Street,  London  wix  31.B 
Tel:  01-493  5751 

Fine  Traditional  English  and  European  Paintings 
from  the  19th  &  20th  Centuries 

Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 

Fine  Regency  Furniture,  Works  of  Art,  Valuations 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 

Tel:  01-629  0602,  Cables:  Navild,  London 

Old  Master  and  Impressionist  Paintings 
and  Drawings 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London,  swi 
Tel:  01-930  4732/0729 

Important  lSth  century  English  and 
Continental  Porcelains  and  Enamels.  Collectors' 
pieces  of  Museum  quality 


W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy  6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter  Ltd. 

352  Kings  Road,  London  SW3 

Tel:  01-352  6494  Telex:  21879  Harriet 

Antique  Scientific  Instruments  and  new,  second 
hand  and  antiquarian  books  on  the  history  of 
science  and  technology. 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well- 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalvvork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 

From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chester  gate 
House,  Vauxhall  Bridge  Road,  London SWiV  iHF. 
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WANTED 


Switzerland:  Dealer  in  English  antiques  seeks  good  English  prints 
and  watercolours.  Box  No.  8756. 


English  Porcelain  Collectors  -  join  Geoffrey  Godden's  uniquely 
helpful  study-meetings,  with  expert  lecturers  and  fine  exhibits.  1977 
programme  from  Geoffrey  Godden,  17  Crescent  Road,  Worthing, 
Sussex. 


American  Collector  wishes  to  purchase  19th  century  American  ship 
paintings.  Full  particulars  in  reply  please.  Box  No.  8758. 


Venture  Capital,  Loans  for  your  project/proposal.  Art  financing. 
Finders  service.  Worldwide  courier  service.  Worldwide  contacts  top 
references.  Please  submit  typewritten  needs  to  Box  No.  8760. 


FOR  SALE 


Collection  of  chess  sets  for  private  sale.  Ring  02/649  0531  in 
Brussels  after  office  hours. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  85  postage).  From  the  Circulation  Dept. 
The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London,  S.W.1 8. 


Autographed  Diego  Rivera  sketch.  Price  $1 00,000.00.  P.O.  Box  1  3341 , 
New  Orleans,  L.A.70125. 


MISCELLANEOUS 


Private  American  Collectors  want  to  assemble  and  purchase 
Russian,  Animalier,  Art  Nouveau  and  Deco  Bronzes.  Advanced  Galle, 
French,  English  and  American  Art  Glass.  Antique  Porcelain  Placques. 
Oriental  objects  d'art.  Important  19th  Century  American,  Art  Nouveau, 
Symbolist  art;  20th  Century  Posters,  Drawings  and  Lithographs. 
Excellent  References.  Discretion  and  Strictest  Confidence.  K.  &  A.  Ltd., 
P.O.  Box  330459,  Coconut  Grove,  Florida,  331 33,  Tel.  (305)  373-5021 . 
We  purchase  individual  pieces  or  entire  collections  world  wide. 


Painting  Restoration,  Cleaning,  Relining,  Varnishing.  Noyes, 
Van  Cline  &  Davenport,  1018  Madison  Avenue,  NYC,  21  2-MA8-5402. 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  with  the  consent  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  readers  of  The  Connoisseur,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can, 
including  postage  and  packing,  and  (in  UK  only)  VAT;  US  $7.50  (air) 
S6.00  surface  mail,  Canada  $8.40  (air),  $6.00  surface  mail.  Price  per 
can  UK  £1.95,  Europe  £2.50,  Australia  (£4.60  air),  £2.50  surface  mail. 
10%  discount  overall  discount  of  six  or  more  cans. 
"('Exceptional  .  .  .  unique  wax  polish'  -  The  Connoisseur,  Oct.  1974). 


Register  advertisements  are  25p  per  word  minimum  C3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE 
ROAD,  LONDON.  SWIV  1HF  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 


MAIL  ORDER  PROTECTION  SCHEME.  Publishers  in  membership  of  the  Periodical  Publishers  Association  have  given  an  undertaking  to  the  Director  General  of  Fair 
Trading  that  if  you  order  goods  from  mail  order  advertisers  in  The  Connoisseur  and  pay  by  post  in  advance  of  delivery,  consideration  will  be  given  to  compensate  you  if  the 
advertiser  should  go  into  liquidation  or  become  bankrupt,  provided: 

1 .  You  have  not  received  the  goods  or  had  your  money  returned;  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  your  order  and  not  later  than  2  months  from 
that  day. 

When  you  have  written,  you  will  be  told  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 

We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  gone 
into  liquidation  up  to  a  limit  of  £7,080  per  annum  in  respect  of  all  affected  advertisers.  Payment  of  any  claims  for  higher  amounts,  or  when  the  above  procedure  has  not  been 
complied  with,  will  be  at  the  discretion  of  The  Connoisseur;  but  we  do  not  guarantee  to  do  so  in  view  of  the  need  to  set  some  limit  to  this  commitment  and  to  learn  quickly  of 
readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not,  for  example,  payments  made  in  response  to  catalogues 
etc.  received  as  a  result  of  answering  such  advertisements) .  Classified  advertisements  are  excluded. 
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Canaletto  (Giovanni 
Antonio  Canal)  1697-1768 

W.  G.  Constable  

Edited  by  J.  G.  Links  

This  new  edition  incorporates  references  to  all 
that  has  been  published  about  Canaletto  in  the 
twelve  years  since  the  book  first  appeared.  Over  a 
hundred  paintings  and  drawings  have  been  added 
to  the  catalogue,  and  the  chapter  on  the  etchings 
has  been  rewritten  by  J.  G.  Links  in  the  light  of 
recent  knowledge.  Second  edition  two  volumes 
illustrated  £40 

Catalogue  of  Drawings 
by  Old  Masters  at  Christ 
Church,  Oxford 

James  Byam  Shaw  

This  catalogue  is  an  astonishing  achievement  

In  any  of  the  great  national  collections  the  task 
of  cataloguing  these  drawings  would  have  been 
split  up  between  a  team  of  specialists,  each 
dealing  with  his  own  field,  but  Mr.  Byam  Shaw 
has  successfully  tackled  the  lot.  It  may  be  asked 
whether  the  collection  deserved  such  detailed 
treatment  and  such  a  splendid  publication ;  the 
answer  is  without  a  shadow  of  a  doubt,  "Yes"  '. 
Anthony  Blunt  in  Apollo  Illustrated  £60 

A  Catalogue  of  the 
Earlier  Italian  Paintings 
in  the  Ashmolean 
Museum  

Christopher  Lloyd  

This  catalogue  of  the  Fox-Strangways  collection 
comprises  entries  for  and  reproductions  of  1 30 
works  painted  by  artists  born  before  1 560, 
including  such  famous  works  as  The  Hunt  by 
Uccello  and  The  Forest  Fire  by  Piero  di  Cosimo, 
as  well  as  a  number  of  other  works  which  have 
not  previously  been  published.  An  introduction 
reviews  the  lives  of  the  various  collectors  whose 
pictures  have  enriched  the  collection  since  the 
original  bequest.  Illustrated  £15 

Catalogue  of  Chinese 
Green  vare  in  the 
Ashmolean  Museum 

Mary  Tregeai 

The  collection  of  gaenware  in  the  Ashmolean 
Museum  is  unique  not  only  in  its  size  but  also  in 
its  chronological  span,  and  in  the  range  of  kiln 
types  represented.  The  catalogue  of  this  collection 
will  therefore  be  a  valuable  work  of  reference  for 
any  student  of  early  Chinese  stonewares. 
Illustrated  £25 


The  Appreciation 

of  Stained  Glass  

Lawrence  Lee  

A  stained-glass  window  differs  from  any  other 
art  form  because  the  light  by  which  it  is  seen 
actually  passes  through  it  instead  of  being 
reflected  from  it.  Lawrence  Lee  gives  a  fresh  view 
of  the  nature  and  properties  of  stained  glass,  its 
limitations,  and  the  special  power  which  these 
very  limitations  have  to  produce  a  moving  work 
of  art.  Illustrated  £5.50  The  Appreciation  of 
the  Arts 

Chinoiserie  

Oliver  Impey  

Western  Interpretation  of  Oriental 
Styles 

Chinoiserie  flourished  as  a  style  of  decoration  in 
seventeenth-  and  eighteenth-century  Europe  but 
its  antecedents  can  be  traced  back  through  two 
thousand  years  and  its  influence  on  the  design  of 
textiles  and  ceramics  has  continued  to  the  present 
day.  It  is  a  manifestation  of  Europe's 
preoccupation  with  East,  and  in  particular  its 
vision  of  Cathay.  This  book  gives  an  account  of 
the  style  and  its  place  in  the  history  of  oriental 
influences  on  European  art.  Illustrated  £7.95 

William  Morris 

and  the  Art  of  the  Book 

Paul  Needham  

This  volume  is  the  first  to  study  in  depth  the 
three  major  aspects  of  William  Morris's  lifelong 
devotion  to  the  book  arts:  his  enthusiastic 
collecting  of  early  manuscripts;  his  personal 
achievements  in  calligraphy  and  manuscript 
decoration ;  and  his  involvement  in  fine  printing, 
which  culminated  in  the  first  great  modern 
private  press,  the  Kelmscott  Press.  Illustrated 
£30  Pierpont  Morgan  Library 

The  Illustrator  and  the 
Book  in  England 
1790-1914  

Gordon  N.  Ray 

This  is  the  first  full-scale  treatment  of  the 
'Golden  Age'  of  English  book  illustration,  an  age 
during  which  that  craft  commanded  the  talents 
of  such  artists  as  Blake.  Turner,  Constable,  Lear, 
Cruikshank.  Thackeray,  Rossetti,  Tenniel,  Kate 
Greenaway,  Morris,  Beardsley,  Beerbohm,  and 
Rackham.  It  is  the  catalogue  of  an  exhibition  at 
the  Pierpont  Morgan  Library  which  was 
described  by  the  New  York  Times  as  'a  show  no 
reader,  constant  or  inconstant,  will  fail  to  enjoy'. 
Illustrated  £33  Pierpont  Morgan  Library 


Oxford  U niversity  Press 


Rare  Green  Glazed  Pottery  Vase 
with  silvery  iridescence 
Of  the  Han  dynasty.  206  B.C.-220  A.D. 
Height:  6 1  inches. 


RALPH  M.  CHAIT  GALLERIES 

INC. 

ESTABLISHED  1910  WORKS  OF  ART-CHINESE  ART 


12  EAST  56th  STREET,  NEW  YORK,  N.Y.  10022,  U.S.A. 

Telephone  212  758-0937  Cables  "Ralima"  New  York 

MEMBER  OF  THE  NATIONAL  ANTIQUE  AND  ART  DEALERS'  ASSOCIATION  OF  AMERICA,  INC. 


I 


H.VOGEL 

EXHIBITING  AT  THE  9.  KUNST-  UND  ANTIQUITATENMESSE  HANNOVER  HERRENHAUSEN 

from  April  22nd  to  May  1st.1977. 

4  Dusseldorf,  Konigsallee  21/23  in  derTrinkhaus-Galene, 

Tel.  0211/370041. 
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"he  Garrard  Silver  Jubilee  Collection 


>o  commemorate  the  Silver  Jubilee  of 

Her  Majesty  Queen  Elizabeth  II,  Garrard 
proud  to  offer  a  limited  edition  of  superb 
rling  silver,  outstanding  in  its  craftsmanship 
historical  interest. 
The  pieces  are  designed  around 
i  Queen's  Beasts,  commissioned  for  the 
"onation  in  1953  from  the  latejames 
^dford,  OBE.  These  splendid  and  dignified 
aldic  creatures  symbolise  the  ancestral 


history  of  the  British  monarchy,  and  have  been 
sensitively  reproduced  for  the  Collection  in 
richly  gilt  sterling  silver,  which  bears  the 
special  1977  Silver  Jubilee  hall-mark. 

The  edition  is  strictly  limited  to  the 
following:  25  Centrepiece  Bowls;  250  pairs  of 
Candlesticks;  250  pairs  of  Bon  Bon  Dishes; 
25  Wine  Jugs;  25  sets  of  10  Goblets; 
250  Lion  and  Unicorn  pairs  of  Goblets; 
2500  individual  Goblets.  Every  piece  will  be 


The  Centrepiece  Bowl 

The  Bowl  is  16  inches  in  diameter, 
with  the  Royal  Arms  in  silver  gilt. 
Each  Beast  is  approximately 
3'/2  inches  high,  the  name  of  each 
one  being  engraved  on  its  plinth. 
£4,950. 

The  pair  of  Candlesticks 

Measuring  7  inches  high,  the 
Candlesticks  embody  the  Lion  and 
the  Unicorn.  £740  per  pair. 
The  pair  of  Bon  Bon  Dishes 
The  Dishes  are  5  inches  in 
diameter;  each  is  engraved  with 
the  Queen's  Cypher  and  has  five  of 
the  Queen's  Beasts  around  the 
rim.  £625  per  pair. 
The  Wine  Jug 

The  ten  Queen's  Beasts  appear  in 
relief  around  the  bowl  of  the  Jug, 
with  the  Royal  Arms  engraved 
above.  The  Jug  is  approximately 
13%  inches  high.  £2.000. 
The  Goblets 

Approximately  5'/t  inches  in 
height,  with  the  Royal  Arms 
engraved  on  the  bowl,  the  Goblets 
may  be  purchased  in  sets  of  10,  in 
Lion  and  Unicorn  pairs,  or 
individually.  £250  each. 
All  pieces  are  engraved  with  the 
following  wording:" 1952  The 
Queen's  Silver  Jubilee  1977" 
The  Queen's  Beasts  are  used  in 
exclusive  agreement  with 
H.M.  Government  and  the  designs 
were  created  under  the  personal 
supervision  of  James  Woodford. 


individually  numbered,  with  a  signed 
Certificate  of  Authenticity. 

An  illustrated  brochure  describing  the 
Collection  will  be  sent  on  request. 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN. 


GAR  RAR  D 

The  Crown  Jewellers 

i  12  regent  street '  london  wi a  2jj 
telephone:  01-734  7020 


RICHARD  GREEN 


Jan  Phillips  van  Thielen  (161 8-1667) 
A  still-life  of  flowers  including  roses,  tulips 
and  honeysuckle  in  a  glass  vase  on  a  ledge 
Signed 

Panel  2 1  i  x  1 6 J  inches/  56x42  cms 
Provenance 

Private  collection  Los  Angeles 
Exhibited 

Los  Angeles  County  Museum  of  A.rt,  on  loan  about  1970 
Uteraiwe 

cf.  M.  L.  Hairs  "Les  Peintres  Flamands  de  fleurs 
au  X  Vile  siecle"  (Bruxelles  1965)  pages  204-207 
and  417-419 

Exhibiting  at  PICTURA  77 
Eurohal  —  Maastricht  —  Holland 
Stand  No.  5 


21  May  — 31  May  1977 


7 
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Gilded-silver  and  enamel 
tea  service.  By  Fedor 
Riickert.  Faberge  work- 
master.  Moscow.  Circa 
1900.  Highlv  important. 


Jim 


H.  M.  Poliner  Antiques  2075  S.  Federal  Highway.  Ft.  Lauderdale.  Florida  33316  (305)  523-4633 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET.  LONDON  WlY  OBS.  TELEPHONE:  01-400  7411  (s  lines) 
TELEX  25092  CABLES:  MALLETSON  LONDON  WlY  OBS  and  at  BOURDON  HOUSE,  2  DAVIES  STREET.  LONDON  WlY  iLJ 
Abo  in  NEW  YORK:  MALLETT  of  LONDON.  P.O.  Box  396  N  Y.  10028.  Telephone:  (212)  876  9033.  Telex:  62580 


A  unique  set  of  George  III  chairs  consisting  of  six  single  and  one 
armchair,  decorated  in  black  with  fine  gold  flowers  and  scrolls;  the 
backs |of|a  rare  form  with  interlaced  loops;  this  design  being  repeated  in 
the  cabriole  legs.  English,  circa  1765.  Illustrated  in  the  Shorter 
Dictionary  of  English  F  urniture,  page  149,  fig.  124. 


MALCOLM 
FRANKLIN 

INCORPORATED 

126  EAST  DELAWARE  PLACE, 
CHICAGO,  ILL.  60611 
(312)  337-0202 

Member  of  the  National  Antique  and  Art  Dealers  Association  of  America 


Exhibiting: 
University  Hospital  Antiques  Show 
Philadelphia,  Pennsylvania 
April  19-23 


A  very  fine,  Antique  English,  George  I  Bureau  Bookcase 
with  fitted  interior  behind  shaped  mirror  doors, 
as  well  as  fitted  desk  interior. 

Dating  circa  1720. 
39"  x  22"  x  7'2"  high.  I  , 


A  crisply  carved,  Late  17th  Century  Chinese  six  fold  Coromandel  Screen.  Dated  1681. 
The  back  side  carved  with  water  fowl  and  foliage.    96"  wide  (each  panel  16"  wide),  5'll"  high. 


Important  XIX  &  XX  Century 

Works  on  Paper 

31st  March  -  i4thMay  1977 


LEFEVRE 

SPECIALISTS  IN  FINE  XIX  &  XX  CENTURY 
PAINTINGS,  DRAWINGS  AND  BRONZES. 
ALEX  REID  &  LEFEVRE  LTD. 
30  BRUTON  STREET,  LONDON  WiX  8JD,  ENGLAND. 
TELEPHONE  01-493  1572/3. 
CABLES  DRAWINGS  LONDON  Wi. 


OUDE  KUNST*  FINE  ART 
ALTE  KUNST  *  ART  ANCIEN 
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LONDON  HULSBERG 

S.  NYSTAD 

S-GRAVENHAGE 

C  EN  G  CASTE NDUK 
ROTTERDAM 

ILAS  NEUFERT 

MUNCHEN 

A  J  DERAAD 

S  HERTOGENBOSCH 

W  H  PATTERSON 

LONDON 

H  M  CRAMER 

S-GRAVENHAGE 

IVO  BOUWMAN 

S-GRAVENHAGE 

A  BIES 

EINDHOVEN 

DEJONCKHEERE 

BRUXELLES 

BRIAN  KOETSER 

LONDON 

NYSTAD  ANTIQUAIRS 
AMSTERDAM 

J.  KRAUS  GALLERY 

PARIS 

GERARD  MEYER 

ROTTERDAM 

PIETER  A.  SCHEEN 

S-GRAVENHAGE 

JAN  DIRVEN 

EINDHOVEN 

GALERIE  BUHLER 

MUNCHEN 

MARK  GALLERY 

LONDON 

J  HAHN 

PARIS 

MICHEL  VAN  RUN 

AMSTERDAM 

M  NEWMAN 

LONDON 

W  LEFEVRE 

KORTRUK 


ABELS 


KOLN 


PAFFRATH 

DUSSELDORF 

J  O  LEEGENHOEK 

PARIS 

X  SCHEIDWIMMER 

MUNCHEN 

BORZO 

'S-HERTOGENBOSCH 

HANS  MARCUS 

AMSTERDAM 

1NTERBOOK 
INTERNATIONAL 

SCHIEDAM 

COLNAGHI 

LONDON 

G.J.SCHERPEL 

BUSSUM 

GEBR  DOUWES 

AMSTERDAM 

ODETTE  FINCK 

BRUSSEL 


21-30  •  5  •  1977 


PICTURA 


Schilderijen 
Beelden 

Tekeningen 
Ikonen 


Pictures 
Sculptures 
Drawings 
Icons 


Gemalde 
Figuren 
Zeichnungen 
Ikonen 


Tableaux 
Sculptures 
Dessins 
Icons 


Open:  11.00-21.00  hrs. 


EUROHAL  •  MAASTRICHT  •  HOLLAND; 


Bonhams  April  Sales 

at  the  Montpelier  Galleries 


Cusenier-vintage  1865  Chateau  du 
Solengon.  Ullage  approximately  Y/f.     A  set  of  18  Queen  Anne  style  dining  chairs,  including  a  pair  of  armchairs. 

To  be  sold  Tuesday  12th  April.      To  be  sold  Thursday  28th  April. 


Three  Japanese  Aikuchi  Tanto,  To  be  sold  Friday  6th  May. 


FINE  ART  AUCTIONEERS 


AND  VALUERS 


Dutch  marquetry  chest  of  drawers,  late  18th  century. 

To  be  sold  Thursday  28th  April. 


Montpelier  Street,  Knightsbridge, 
London  SW71HH.  Telephone:  01-584  9161. 
Telex:  916477  BonhamG. 


5th.  Silver  and  Plate. 
6th.  Prints. 

7th.  F.nglish  and  Continental 
Furniture. 

7th.  17th,  18th  &  19th  Century 
European  Paintings. 

All  sales  start  at  Ham 
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12th.  Fine  Wines. 

15th.  Porcelain  and  Works  of  .Art. 


19th.  Silver  and  Plate. 
20th.  Watercolours  and 
Drawings. 

21st.  English  and  Continental 
Furniture. 

21st.  17th,  18th  &  19th  Century 
European  Paintings. 
22nd.  Porcelain  and 
Works  of  Art. 


26th.  Jewellery. 
27th.  Printed  Books. 
28th.  Selected  English  and 
Continental  Furniture. 
28th.  17th,  18th  &  19th  Century 
European  Paintings. 
29th.  Porcelain  and 
Works  of  Art. 


W&F.C.  BONHAM 
AND  SONS  LIMITED, 
8  Atholl  Crescent,  Perth,  Scotland 
Telephone  Perth  (0738)  32302. 
Rue  Pedro-Meylan  1,  Geneva, 
Switzerland.  Telephone  366092. 
Langwith  Mill  House, 
Nether  Langwith,  Mansfield, 
Nottinghamshire. 
Telephone  Shirebrook  3639. 


JEREMY  LTD. 

255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  Cables:  jeremic>ue,  london,  s.w.3 

01-352  3127 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


A  pair  of  giltwood  wallmirrors. 
English:  third  quarter  of  the  eighteenth  century. 

Height:  5's"  im  65cms 
Width:  o.37cms 
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THE  BRITISH  ANTIQUE  DEALERS' ASSOCIATION 

LTD. 


20  RUTLAND  GATE 
LONDON  SW7  iBD 
01  589  4128, 2102 


Look  where  you're  goin; 


Sell  to  a  member  and  avoid  the  increased  charges  imposed  by  some  Auctioneers. 
A  list  of  member  £      .  c5c  sent  free  on  receipt  of  a  stamped  and  addressed  envelope. 
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ANTVERPIA. 


Twelve  Antiquaires  from  the  city  of  Antwerp  and  one  from  the  province  of  Antwerp 
(at  Turnhout)  advertising  some  of  their  better  pieces  in  the  following  pages  are  all 
members  of  the  'Chambre  des  Antiquaires  de  Belgique'. 

They  look  forward  to  your  visit  this  year  during  the  Rubens  Festivities 

and  afterwards. 

They  are  also  exhibiting  at  the  Foire  de  Bruxelles  located  in  the 
Palais  des  Beaux  Arts  from  20  April  to  4  May. 


Mevr.  A.  Avonds 

Mechelse  steenweg  78 
(031)  38.51.86 


Campo 

Meir  47-55 
(031)  32.12.25 


Jan  Van  Herck  p.v.b.a. 

Van  Schoonbekestraat  100 
(031)37.40.28 


M.  Bascourt  p.v.b.a. 

Mechelse  steenweg  17 
(03i)33-7i-20 


Bernard  Blondeel  p.v.b.a. 

Leopoldstraat  10 
(031)33.62.71 


Rik  Bourgaux 

Mechelse  steenweg  3 1 
(031)32.43.52 


Robert  Claes 

't  Binnenhuys 
Rosier  23 
(031)31.24.97 

E.  Golbert 

Arenbergstraat  16 
(031)  32.05.67 


Kitty  Rueff 

Mechelse  steenweg  203 
(031)  30.86.14 


Axel  Vervoordt 

Vlaeykensgang 

Oude  Koornmarkt  16 

(031)33.67.80-33.67.90 

N.  Vrouyr  n.v. 

"carpets  and  rugs" 
Komedieplaats  4-8 
(031)  32.36.87 

J.  Zeberg  n.v. 

Melkmarkt  37-39 
(031)  33.82.30 


Pierre  Avonds 

De  Merodelei  172 
2300  Turnhout 
(014)  41.18.65 
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Processional  Cross. 
Rearvicw  showing 
God  and  three  angels. 
The  Eagle  (St  John),  the  Lion  (St 
Mark),  the  Ox  (St  Luke),  an  Angel 
(St  Matthew). 

Spun  copper,  embossed  and  gilt. 
Spain.  Circa  1 500. 
h  48  x  w  40  cm. 


Flemish  interior  showing 
parts  of  Jan  Van  Herck's 
collections. 


Saint  Anne  stands  holding  Virgin  Mary  on  her  right  arm.  The  young  mother  holds 
the  Holy  child  on  her  knees.  Jesus  lays  his  hands  on  an  open  book.  Walnut  with 
traces  ofpolychromy.  Malines.  Circa  1530.  h.  38.5  x  11.5  cm 


ANTIQUES       -  EXPERTISES 

KUNSTHANDEL  JAN  VAN  HERCK 

MEMBER  OF  THE  CHAMBRE  DES  ANTIQUAIRES  DE  BELGIQUE 
MEMBER  OF  THE  CHAMBRE  BELGE  DES  EXPERTS  EN 
OEUVRES  D'ART 
Advisor  to  the  Rockoxhuis  rcstauration 


VAN     SCHOONBEKESTRAAT    100-2000    A  N  T  W  E  R  P  -  T.  (031)  37.40.28 


(New  address) 
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Michel  BASCOURT 


KL'NSTHANDEL 
ANTIQUAIRE 


Member  of  ihe  Chambr 
dr  Belgique 
Member  of  CI  NOA 


PAINTINGS  -  CHINESE 
PORCELAINS 

DELFT  ENGLISH  &  FRENCH 
FURNITURE 

OBJETS  D'ART  XVII  &  XVIIIth 
CENTURY 


Mechelse  Steenweg  i  7 
2000  Antwerpen 
Tel.  031/33.71.20 


Yung  Cheng  period  porcelain  plate  with  the  arms 
of  Izod  .  (Argent  six  Leopards'  faces  vert). 
The  Izod  family  lived  in  Gloucestershire  and  in 
county  Kilkerny 
diam.  35  cm. 

Bibliogr.  Chinese  armorial  porcelain  -  David  S. 
Howard 


MRS.  A.  AVONDS 

ANTIQUAIRJE 


FLEMISH  FURNITURE 
DELFT  PORCELAIN 


MECHELSE  STEENWEG  78 
2000  ANTWERPEN 
Tel.  (031)  38.51.86 


Mid  XVIIth  century  cabinet  from  Zelandc 
h 155  x  w 166  cm 


'9 


Mary  Beale  1632-1697 

1 30T  Young  Girl  as  a  Bacchante 
Canvas  26  x  22  ins 
Exhibited:  Eastbourne,  The  Excellent  Mary 
Beale,  No.  19 

Birmingham  Art  Gallery,  1926 
Provenance:  The  Rt.  Hon.  Viscount  Cobham 
K.G.,  G.C.M.G. 


Sample  illustrated  catalogue  G.B.  50p. 
Overseas  airmail.  $2  bill  $2.50  cheque 
Colour  slides  available 
Prices  include  Airfreight. 


OLD  HALL  GALLERY  LTD.  iden,  rye,  Sussex 


Telephone :  Iden  304.  STD  079  78  304 
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Pewter  Zugerli 

Sankt  Gal/en  molded  hallmark 
Switzerland 


RIK  BOURGAUX 

ANTIQUAIRE 

MECHELSESTEENWEG  31 
2000  ANTWERPEN 
T.  031-32.43.52 


Pair  of  silver  candlesticks 
Barcelona  hallmark  -  circa  1780 


Fragment  of  a  tapestry  with 
cabbage  leaf  motif 
Audenaerde  -  16th  century 


bernard 
blondeel 

antiekwiteiten 
haute  epoque 
renaissance 
leopoldstraat  10 
2000  antwerpen 
tel.  031/33.62.71 


XVIII  th  century  blue  delft  plaquette 
"The  finding  of  Moses"  -  Height  55  cm. 


EDMOND  GOLBERT- ANTIQUAIRE  -  EXPERT 


ARENBERGSTRAAT 16 
2000  ANTWERPEN 
T.  (031)  32.05.67 


DELFT 

BRONZES 

PEWTER 

XVII  &  XVIII  th  CENTURY  FURNITURE 
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CAMPO 

MEIR  47-55  ANTWERP  -  BELGIUM 
TELEPHONE  (031)  32.12.25 


AUCTIONEERS  SINCE  1897 


US? 

'  VP 


CHAGALL 


AUCTION  of 

MODERN  PAINTINGS 
AND  SCULPTURE 

26-27-28  APRIL 

Including  works  by : 

APPEL  K.  -  ARMAN  -  CALDER  -  ENSOR  J.  -  FANTIN 
LATOUR  H.  -  FRIESZ  0.  -  LANSKOY  -  PERMEKE  C.  - 
PIGNON  E.  -  POLIAKOFF  -  SPILLIAERT  L  -  STEiNLEN  - 
SURVAGE  -  VALMIER  -  VASARELLY  V. 


RENOIR 


L.  SPILLIAERT 


ON  VIEW:  FROM  16-24  APRIL 

DAILY  10  a.m.  -  6  p.m. 

ILLUSTRATED  CATALOGUE:  350  FB 

POST  PAID 

Also  on  sale:  important  contemporary 
graphic  art. 


HHHIIIlUa 


UTRILLO 


HOTEL  ROSIER 


r ' 


Hotel  Rosier 
invites  you  to  make  note  of  the  unique  gourmet  and 
cultural  occasions  it  is  planning  for  the  elite  of  those 
visiting  Antwerp  in  celebration  of  the  Rubens ja  a  r. 
Details  will  be  announced  in  an  advertisement  in  the 
next  issue  of  The  Connoisseur  and  reservations,  for  the 
exquisite  accommodation,  will  be  very  limited  indeed. 


Hotel  Rosier 
23,  Rosier 

B-2000  Antwerpen 


Phone:  031/31.24.97  (31.) 
Telex:  Rosant  33.697 


ONE  OFOUR  FOURTEEN  EXHIBITION  ROOMS 


VLAEYKENSGANG 

OUDE  KOORNMARKT  16 
2000  ANTWERPEN 

ANTIQUE  FURNITURE  (OAK.  WALNUT  AND  MAHOGANY).  SILVER  AND  WORKS  OF  ART 
MEMBEROFTHE  KAMER  VAN  DE  ANTIQUAI RS  VAN  BELGIE 
MODERN  DESIGN 


AXEL  VERVOORDT  -+-  JEAN  DE  MEULDER  p.v.b.a 

INTERIOR  DECORATION 


TEL.  (031)  33  67  80  -  33  67  90 


The  Virgin  and  the  Sleeping  Child 

Painting  by  P.  P.  Rubens,  from  the  Rockoxhuis  collection 

The  residence  of  Nicolaas  Rockox  (1560-1640),  burgomaster  of  Antwerp  and  friend  and 
patron  of  P.  P.  Rubens,  is  now  being  restored  by  the  present  owner,  the  Kredietbank,  in 
such  a  way  as  to  ensure  correctness  from  the  point  of  view  of  art  history. 
In  the  Rubens  Year,  the  museum  of  the  Rockoxhuis,  at  Keizerstraat  10-12,  Antwerp,  will 
be  opened  to  the  public. 
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"Still  Life:  Peaches  and  Grapes,"  1860,  oil  on  canvas, 
24  5/8  x  29  1/2  inches,  oval,  signed  and  dated  lower  right 


JOHN  F.  FRANCIS 
1808-1886 


KENNEDY  GALLERIES  IS  PROUD  TO  OFFER  FOR  SALE 
THIS  MAJOR  EXAMPLE  OF  AMERICAN  STILL  LIFE 
PAINTING.  IT  REPRESENTS  THE  HIGH  QUALITY  OF 
AMERICAN  ART  THAT  WE  SELL  TO  LEADING  MUSEUMS 
AND  COLLECTORS  THROUGHOUT  THE  WORLD.  YOUR 
INQUIRIES  ARE  INVITED  REGARDING  OUR  COLLECTION 
OF  18TH,  19TH,  AND  20TH  CENTURY  AMERICAN 
PAINTINGS,  DRAWINGS,  AND  SCULPTURE. 

Kennedy  (galleries 

40  West  57th  St. ,  5th  Floor,  New  York  10019  (212)  541-9600 
TUESDAY-SATURDAY,  9:30-5:30 


Gabriel  SPAT 

1890-1967 


Berck  Plage  III,  oil  on  canvas,  5"  x  8",  (detail) 

Exclusive  American  Representative 
of  the  Spat  Estate 


mm 


The  happiest  and  most  penetrating  expressions  of  his  genius 
are  the  views  of  the  beaches  of  Normandy,  dating  from  his  best  period,  1908-1922. 
Gabriel  Spat's  world  is  as  young  as  the  moment  it  was  bom. 


Country  Art  Gallery  mi™* 


Avenue,  Locust  Valley,  N.Y  11560 


516-676-6886 


Established  1953 
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GEORGE  II 


ROM  OUR  NEW  YORK  COLLECTION 


An  unusual  set  of  four  superb  quality  George  1 1  Candlesticks 
in  the  rococo  style.  Made  in  London  date  1  749.  Maker:  William  Cripps 
Weight:  85  oz.  Height:  9". 
Cripps  was  apprenticed  to  David  Willaume  and  worked  at  the  Golden  Ball. 

St.  James's  Street. 

Our  London  and  New  York  collections  feature  antique  silver  of  the  highest  quality 
and  always  include  exceptional  and  rare  pieces  of  interest  to  the  serious  collector. 
Our  collection  of  Old  Sheffield  Plate  is  also  one  of  the  largest  in  the  country. 


S.I.SI  iRUL\sa. 


LONDON  43  MUSEUM  STREET  LONDON  WC 1 A 1 LY  TEL  01-4052712  NEW  YORK  104  EAST  57th  STREET  NEWYORK  10022TEL  0101-212-75-38920 
Member  of  the  British  Antique  Dealers '  Association  and  the  National  Antique  and  An  Dealers '  Association  of  America 


BURLINGTON  INTERNATIONAL 
FINE  ART  FAIR 

1-16  DECEMBER  1977 

London's  Fine  Art  Fair  will  be  held  in  the  main  galleries 
of  the  Royal  Academy  of  Arts,  Burlington  House  from  the 
1st  to  the  16th  of  December,  1977 

The  Fair  will  be  limited  to  paintings,  drawings,  the  graphic 
arts  and  sculpture  and  is  timed  to  coincide  with  the 
principal  autumn  sales  in  London. 

Burlington  House  is  situated  at  the  centre  of  the  London 
art  market  and  a  large  attendance  is  expected  including 
many  visitors  from  all  over  the  world. 


Foi  further  details 
Burlington  International  Fine  Art  Fair  Ltd 

Telephone:  01-493  8394 
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By  appointment  to 
H.  M  The  Queen 
suppliers  of  fancy  goods 


By  appointment  to 
H.  R.  H.  The  Duke  of  Edinburgh 
suppliers  of  fancy  goods 


By  appointment  to 
H.  M.  Queen  Elizabeth 

The  Queen  Mother 
suppliers  of  fancy  goods 


The  General  Trading  Company  (Mayfair)  Ltd 
London 


Send  for  our 
illustrated  booklet 
'GTC pocket  companion' 


BVO 


The  General  Trading  Com 


Presents  have  always 
been  our  great  strength. 
Glass  we  stock  in  a 
dazzling  variety  from 

complete  suites  to 
single  handmade  pieces. 
China  is  outstanding 
here  and  we  can  order 
for  you  almost  any  piece 
by  leading  makers. 
Antiques  have  their 
own  upstairs  department 
specializing  in  furniture 
and  accessories  of  the 
eighteenth  and  early 
nineteenth  centuries. 
Decorating  also  has  its 
own  section  with  three 
designers  and  a  sumptions 
room  of  soft  furnishings. 
Kitchen  pots,  utensils, 
and  cutlery  are  chosen 
Jor  looks  and  performance 
as  is  everything  for  our 
garden  which  flourishes 
at  the  back  of  the  shop. 


an 


144  Sloane  Street,  Sloane  Square,  London  swix  obl  telephone  01-730  041 1 
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IN  GERMANY 


More  Art  and 
Antique  Dealers  and 
Collectors  read  F.A.Z. 
than  any  other 
national  quality 
newspaper 


Kunsth&ndel  —  As  ti  qui  Late  n 


.  UID 

.AUKTIONEN. 


Ear 


4  


~§r~vC — lei    .'i-viW-  Z 


HENRY 
MOORI 


KUNSTAUKTION 


B=5 


Over  330,000  copies  of  our  Saturday 
Edition  incorporating  The  Fine  Arts  and 
Antiques  Section  are  sold  weekly. 
They  are  read  by  over  1  million  people. 
If  you  wish  to  buy  from  or  sell  to 
Germany,  let  us  tell  you  how  we  can  help. 
Without  obligation  write  or  phone: 


John  Daniels  orVera  Uhlmann  at 
Frankfurter  Allgemeine  Zeitung, 
37  Brompton  Road,  London  SW3  DE, 
Tel.  01-235  7982  or  01-581  2326  ext.  7. 
Alternatively  please  apply  direct  to 
Frankfurter  Allgemeine  Zeitung, 
P.  O.  Box  2901 ,  6000  Frankfurt/M.  1 , 
West  Germany,  Phone  7  59 1 1 . 


jranffurter^Ilflcmeine 

ZEITUNG  FOR  DEUTSCHLAND 
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MANHATTAN  ART 
£»  ANTIQUES  CENTER 


THE  FIRST  SERIOUS 
ANTIQUES  ARCADE  IN  THE 
UNITED  STATES 

85  established,  reputable  dealers  offering  the 
most  complete  range  of  quality  merchandise 
at  competitive  prices.  Located  in  a  beautiful 
tri-level  enclosed  mall.  If  you're  in  New  York, 
drop  by  and  visit  us. 


PERIOD  FURNITURE 
&  ACCESSORIES 

DOROTHY  LANE  ANTIQUES 
Antique  French 
&  Italian  Furniture 
LENARD'S  GALLERIES.  LTD. 
Art  &  Antiques 
CARTER  LAV  AY  ANTIQUES,  LTD 
English  18th  &  19th  Century  Antiques 
ANTHONY  ZOLEO 
Rare  Antique  Furniture 
CALALB  &  IOSUB 
Antiques  &  Furniture 

SANDA'S  SHOP 
French  &  English  Furniture 
DECORATIVE  WALL  COVERINGS 
Wallpapers,  Fabrics 
STEVE  ROEDLER 
18th  Century  Furniture 
•THE  GUVNOR  &  MRS.  A" 
English  &  American 
Furniture  &  Antiquities 


JEWELRY 

EVA  SCHICK 
Jewelry  &  Antiques 
MARIA  S  ANTIQUES 
Antique  Jewelry 
BERNICE  FRIED 
Jewelry,  Art  Nouveau, 
Art  Deco 
THE  RARE  EARTH 
Antiques  Er  Jewelry 
MARCUS  GRINBLATT 
Diamonds  &■  Jewelry 
PLAZA  JEWELRY  LTD 
Antique  Jewelry  Reproduction 


SILVER 

THE  DISCERNING  I 
Silver,  Collectibles 
KEYSTONE  SILVER  CO. 
Sterling  Silver 
LI  LI  E  KOMENT 
Fine  Silver,  Collectibles 


OBJECTS  D'ART 

DOUB  S  ANTIQUES 
Malachite,  Meissen 
&  Russian  works  of  art 
TREASURES  OF  SAMARKAND 
Russian  Enamel  &  Objets  d'Art 
BLUM  ANTIQUES  Et  JEWELRY 
Jewelry  &  Icons 
PALACE  GALLERY 
Sevres,  Royal  Vienna,  Rose  Medallion 

GALLERY  63  ANTIQUES 
European  Furniture.  Bronzes,  Porcelains 
MICHAEL  TROKEL 
French  &  Russian  objets  d  art 

PORCELAINS  &  COLLECTIBLES 

THE  DOWNSTAIRS  ATTIC,  INC. 
Antiques  &  Glass 
NAMRESS  TRADING  CO. 
Porcelain,  Silver,  Antique  Collectibles 
BARBARA  JOYCE  KAYE 
Collector  Plates 
BETTY  KORN  ANTIQUES  &  JEWELRY 
Antiques,  Jewelry  Er  Paintings 
LES  BETH 
Ceramics,  Dishes,  Antiques 
CAROLE  MJANNES 
Furniture,  Antiques  &  Accessories 
JOAN  GROSS 
Miniatures,  Curiosities 
ALVIE  WHITEMAN 
Arts  &  Crafts 

AMERICANA 

BOSHA 
American  Indian,  Tramp  Art 
JILL  OF  STORY  HILL  ANTIQUES 
Americana 
LAURA  FISHER 
Americana 
JOSEPH  STAMPS 
Americana  &  other  Collectibles 

ORIENTALIA 

C.  T.  WAN  &  CO. 
Oriental  Art  &  Antiques 
ASIAN  ANTIQUE  CENTER 

Oriental  Antiques 
LUCKY  ARTS  ENTERPRISES 
Chinese  Art 
TONYING  GALLERIES 
Chinese  Porcelains 
CONTINENTAL  ENTERPRISES 
Oriental  Furniture,  Screens 

ORIENT  TREASURES 
Orient  Antiques  6  Fine  Art 


RUGS  &  CARPETS 

THE  GHIORDIAN  KNOT,  LTD. 
Rare  Carpets  &  Tapestries 
E.  &  J.  MAYERI  CORP. 
Persian  Antiquities 

REGENCY  AUCTION  GALLERY  Art  &  Antiques  Auction  Monthly 


ENAMELS 

THE  DOROTHY  COMPANY 
French  Et  Viennese  Enamels 

AFRICANA 

HEMINGWAY  AFRICAN  GALLERY 
African  Art,  Sculpture 

CLOCKS 

CLOCK  HUTT 
Antique  Clocks 
ARMS  &  NAUTICALS 

SOL  S  ANTIQUES  &  ARMS 
Antiques  &  Arms 
HOWARD  ANTIQUES 
Porcelain  £t  Military 
THE  PORT  OF  ST.  JAMES 
Nautical  Antiques 

INDIAN  WORKS 
OF  ART 

KAPOOR  CURIOS 
India,  Nopal  &  Tibet  Art,  Antiques 

BRONZES 

ROBERT  E.  MANN 
Bronzes  &  Porcelains 

PAINTINGS 

CLARA  LEDESMA 
Fine  Watercolours 
EUPHORIA  ANTIQUES 
Antiques  &  Paintings 
XAYMACA  GALLERY 
Jamaican  Art 
SANDA'S  SHOP 
Old  master  paintings 

ART  DECO 

ROBERT  GINGOLD,  JR. 
Art  Deco,  Art  Glass 

MID-EASTERN  ANTIQUES 

FIL  CARAVAN,  INC. 
Middle  Eastern  Copperware 
ISAKS  ANTIQUES 
Persian.  Near- Eastern  Antiquities 
MIHAIL  KRIHELI 
Art  Er  Jewelry 
ANTIQUE  COLLECTIBLES  PLUS.  LTD 
Rare  Coins,  Antiques  £f  Collectibles 

EXPERT  REPAIRS 

DAVID'S 
Jewelry,  Watch  £t  Repair 
KUN  DAO  KNIE 
Restoration 


1050  Second  Avenue  at  56th  Street,  New  York,  N.Y.  10022  •  (212)  355-4400 
Open  Daily  10:30  to  6:30,  Sun  12  to  6 
Free  Admission  •  Convenient  Parking 
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By  appointment  to 
H.M.  the  Queen  of  the  Netherlands 
and 

H.R.H.  the  Prince  of  the  Netherlands 


Nystad  Antiquairs  Lochem  B.V. 


SINCE  1862 


F  lemish,  prohablv  Walter  Pompe  or  his  workshop.  Pompe  worked  at  's-Hertogenbosrh  in  1703 

and  died  at  Antwerp  in  1777. 

Madonna  and  Child 
Terra  cotta    Height  98.5  cm. 


AMSTERDAM,  ROKIN  86 
Open  Mon.  2.00  p.m. -4. 30  p.m.  Tues.-Fri.  10  a.m. -4. 30  p.m.  Sat.  by  appt. 
Tel.  020-223830.  Private :  05730-2432 
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BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  Till 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


c%a^e  &uj£Ufv  and  GmMti&>ita£  c/l^ver,  &%nia&t*w>. 
Antique  £feit>e£d,  o&ne  ofnuj^-  SiooceA 


A  pair  of  George  II  silver  jugs 
by  Edward  Feline,  London,  1 743, 
fully  marked  on  bases  and  covers. 
Height  9.75  inches. 

From  our  collection  of  Georgian  Silver. 


mM  1 


(A) 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l" 


(yin^ssofMioJiy 

of  dealers  who  have  the  specialized 
knowledge  that  has  made  them 
recognized  authorities  in  their  various 
fields  of  art.  All  members  subscribe  to  a 
code  of  ethics  which  states  that  any 
antique  or  work  of  art  sold  by  them 
must  be  honestly  represented  as  to 
authenticity,  provenance  and  condition. 


Cslssoaatiori 
Jnc. 


J.J.WOLFF 

825  Madison  Avenue,  New  York,  N.Y.  10021  (212)  879-3344 


A  well  designed 
Hepplewhite  Mahogany 
upholstered  Armchair 
in  the  French  manner. 
Circa  1780. 


ALFRED  BULLARD,  Inc. 

1604  Pine  Street,  Philadelphia,  Pa.  19103  (215)  735-1879 


A  George  II  walnut 

parcel  gilt 
looking  glass  with 
eagle  cresting. 
English  c.  1735. 
Height  49",  width  24". 


FIRESTONE  and  PARSON 

The  Ritz  Carlton  Hotel   Boston,  Mass.  02117  (617)266-1858 


James  II  Silver  Covered  Porringer. 
Maker's  mark:  CK,  Mullet  below. 
London  1685.  Height  6V2". 


By  Appointment  Only 
Route  52  (RD  #4)  West  Chester,  Pa.  19380    (212)  793-1312 


Outstc    ling  George  I 
walnut  veneer 
Chesi  on-Chest 
with  inlaid 
"Su;  '  -irst". 
England        i  1720. 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


Vernay 


124  East  55th  Street 
New  York,  N.Y.  10022 
(212)  753-8060 


ESTABLISHED  19116 


A  superb  PAIR 
of  George  II 
period  walnut 
chairs.  Circa  1740 


S.  J.SIIRUBSOLE 

c  o  •  • 

104  East  57th  Street,  New  York,  N.Y.  10022  (212)  753-8920 


m 


A  rare  New  York  Silver  Kettle-on-stand 
by  Cerardus  Boyce.  Date:  c.  1815.  Height:  133A" 


CDealm 
(^ssoaatiori 
^ofyhneriai 
Jnc. 


Philip  Colleck 


122  East  57th  Street 
New  York,  N.Y.  10022 
(212)  753-1544 


of  London  Ltd. 


Important  mahogany 
China  Cabinet  of 
great  quality,  fine 
color  and  beautiful 
patina.  English, 
circa  1760. 
Height  8'4",  width  4', 
depth  of  base  22". 
depth  of  top  14". 


TILLOU  QALLERYinc 

Prospect  Street  Litchfield  Connecticut  06759 

(203)  567-5706 


The  finest  in 
American  19th  century 
ceramics;  stoneware  jar 
with  an  archaic  eagle 
in  relief.  Height  25", 
Signed  R.H.W. 


32  East  57th  Street,  New  York,  N.Y.  10022   (212)  753-4368 


Bronze  Plaquette,  one  of  the  Four  Continents. 
Representing  America.  German,  circa  1580. 
Diameter  63A  inches. 


GARRICK  C.  STEPHENSON 

50  East  57th  Street,  New  York,  N.Y.  10022  (212)  753-2570 


Louis  XVI  Small 
Cabinet  in  acajou. 
Attribution:  Canabas, 
Width  19", 
depth  163/4", 
height  33V2". 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


DILDARIAN,  Inc. 


595  Madison  Avenue,  New  York,  N.Y.  10022  (212)  288-4948 


0  K 
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A  "Po-Ku"  CHINESE  rug,  mid  19th  century, 
decorated  with  carefully  drawn 
"Precious  objects"  on  an  apricot  field. 
Size  9.6  x  5.6. 


FRED  B.  MDLER 

56  Mount  Street  Bay  Head,  New  Jersey  08742  (201)  892-2575 


An  unusual  George  III  small  settee. 
Mahogany.  Six  feet  long  over  all. 
Irish,  circa  1760. 


(Dealers 
CytssocMori 

Jnc. 


PRICE  GLOAfR  INC 

57  East  57th  Street,  New  York,  N.Y.  10022  (212)  486-9767 


A  very  rare  two-handled  pewter  porringer 
by  John  Quick.  Bowl  and  cover 
both  with  portrait  medallions  of 
William  and  Mary.  Diameter  53/b" , 
Circa  1690. 


ALAVIEILLE  RUSSIE 

781  Fifth  Avenue,  New  York,  N.Y.  10022  (212)  752-1727 


Important  gold  medal  commemorating 
the  erection  in  1859  of  the  Nicholas  I 
monument  in  St.  Petersburg.  By  Brusnitzin. 
Diameter 


15  East  57th  Street,  New  York,  N.Y.  10022    (212)  759-3715 


12  East  57th  Street,  New  York,  N.Y.  10022    (212)  PL  2-6166 


m 


Pair  of  George  I  Silver  Candlesticks. 
London  1715  by  David  Green. 
7V4"  high. 


Antique  Peking  Chinese  Medallion  Rug,  9'2"  x  6'1" 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


RJCKS  rWILSON 


Merchants  Square 
Duke  of  Gloucester  Street 
Williamsburg  Va.  23185 


Tallboy  and  Writing 
Bureau  of  mahogany. 
The  gilt  hardware  is 
original.  English, 
circa  1760.  Height  82'/j", 
width  42",  depth  21  Vs. 


P.O.  Box  504 
(804)  229-6860 


MALCOLM  FRANKLIN  inc 

126  East  Delaware  Place  Chicago,  III.  60611  (312)337-0202 


A  superb  Fnglish  George  II 
.Carved  Walnut  armchair. 

Circa  1735. 
29'/2"  x  19"  x  38V2"  high. 


mi 

cJnc. 


STAIR 

L  COMPANY  V_ 


59  East  57th  Street 
New  York,  N.Y.  1002; 
(212)  355-7620 


Landrigan 
&  Stair 


Faberge 
Diamond 
Pendant 


Photo  enlarged. 
Actual  length  2'/V' 


17  East  71st  Street 
New  York,  N.Y.  10021 
(212)  794-0393 


A  most  unusual  18th  century 
English  mahogany  circular 
games  table  with 
leather  top;  original 
mahogany-lined 
well;  on  tripod  base,  c.  1775. 
Diameter  3'6",  height  29". 


MATTHEW® 
ELISABETH  SHARPE 

Spring  Mill,  Conshohocken,  Pa.  19428  (215)  828-0205 


Pair  English  Delttware  Bricks, 
circa  1760.  Blue  decoration. 
6"  x  27e";  height  Vh". 


MANHEIM 

Antiques  Corporation 

mm    1    .  <pna*rts&  , 

46  East  57th  Street   New  York,  N.Y.  10022    (212)  PL  8-2986 


English  pottery  plaque  in  enamel  colours, 
depicting  an  eloping  couple's  marriage 
over  the  Scottish  border  at  Gretna  Green. 
Inscribed  "Gretna  Green".  Circa  1820. 


Association  Secretary 
59  East  57th  Street 
New  York  10022 


RALPH  M.CHAITo-J\_ 

12  East  56th  Street  New  York,  N.Y.  10022  (212)758-0937 


Rare  Pair  of  Famille  Verte  Porcelain  Candlesticks, 
Of  European  silver  shape.  K'ang  Hsi  period. 
1662-1722  A.D.  Height  7  inches. 


JOHN  FALTER 


"St.  Joseph,  Missouri,  Wednesday,  August  to,  1859,  10:00  A.M." 

John  Falter,  one  of  America's  most  gifted  illustrators,  depicts 
two  hitherto  unrecorded  moments  in  our  history  when  Abe 
Lincoln  visited  St.  Joseph,  Missouri  as  part  of  a  pre-nomination 
lecture  tour.  Mr.  Falter  has  to  his  credit  over  185  Saturday 
Evening  Post  covers.  Along  with  Harvey  Dunne  and  Winslow 
Homer  he  was  recently  elected  to  the  New  York  Illustrators' 
Hall  of  Fame. 


John  Falter 


FEATURED  ARTISTS : 

Charles  Allen 
Ken  Baxter 
John  Berkey 
Stan  Borack 
Roger  Cooke 
Don  Crowley 
Chuck  DeHaan 
Juan  Dell 
Douglas  Downs 


Don  Doxey 

John  Falter 

Edward  J.  Fraughton 

Arnold  Friberg 

Carl  Hantman 

John  Jarvis 

Gary  Kapp 

H.  Grant  Kinzer 

John  Kittelson 


Floyd  Lott 
Frank  McCarthy 
Mia 

Newman  Myrah 
Kenneth  Riley 
Ray  Swanson 
Barbara  Vaupel 
Russ  Vickers 
and  others 


"Where  the  West  is  a  Fine  Art" 


P.O.  Drawer  D  /  Sedona,  Arizona  8t>336 
Telephone:  (602)  282-7489 


husberq 

V      FINE  ARTSl 


GALLERY 


H.  PEROVETZ 
R  PEROVETZ 
L .  PEROVETZ 


TELEPHONES 
405  8868 
242  5857 


50/52  CHANCERY  LANE,  LONDON,  WC2A  1HL 
and  at  London  Silver  Vaults 


Dear  Customer.  April.  1977 

In  July  1974,  I  circularised  my  friends  and  clients,  informing  them  of  a 
temporary  move  to  showrooms  a  few  yards  from  our  previous  address  We  were 
sorry  to  leave  "51  "  as  we  called  it,  but  the  building  was  to  be  redeveloped  and  we 
had  no  choice.  Therefore  it  is  with  the  greatest  pleasure  that  I  announce  our 
triumphant  return  to  what  is  now:  50,  51  and  52  Chancery  Lane.  Triumphant, 
because  our  new  look  can  but  add  to  the  comfort  of  our  visitors. 


We  decided  on  a  "Stores-within-a- Store"  theme,  and  apart  from  our  usual 
extensive  stocks  of  antique  Georgian,  Victorian  and  modern  silver,  together  with 
quantities  of  antique  and  Victorian  Sheffield  Plate  we  shall  offer  fine  jewels,  famous 
name  watches,  many  unique  objets  d'art,  and  a  boutique  to  help  you  choose  those 
difficult  little  gifts  to  take  as  mementoes  for  your  friends  and  relatives.  All  this  on  one 
vast  floor,  so  all  you  have  to  do  is  call  in  and  allow  us  to  take  care  of  everything. 

Our  staff,  the  familiar  faces  and  the  new  members,  are  equally  anxious  to 
welcome  you,  and  so  once  again  we  are  in  residence  immediately  opposite  the 
London  Silver  Vaults,  where  you  will  remember,  we  have  the  finest  showroom  in 
the  building. 

PLEASE  CALL  WHEN  YOU  ARE  IN  LONDON 
Yours  sincerely. 


Registered  Office:    50/52  Chancery  Lane,  London.  W.C.2.  Registered  No.  641777  England 
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Contribute  now  to  the  third  annual 
Art  and  Antiques  Day  Auction 

Sunday,  June  5, 1977 

Wanted:  Paintings,  drawings,  prints,  photographs,  sculpture, 
porcelain,  furniture,  silver,  tapestries,  carpets . . .  any  antiques  or 
works  of  art  of  special  quality.  Last  year's  sale,  part  of  the  ten-day 
annual  televised  auction  to  benefit  Channel  13,  brought  enthusiastic 
response  from  telephone  bidders.  For  the  last  two  years,  art  and 
antiques  have  brought  in  over  25%  of  the  auction's  income. 

Again,  New  York's  only  public  educational  television  station  turns  to 
the  art  community  for  help.  Channel  13  s  programming  has  become 
an  important  factor  in  the  cultural  life  of  the  tri-state  area.  Your  do- 
nation will  ensure  its  continuance  and  expansion.  All  contributions 
will  be  acknowledged  on  the  air;  donations  are  tax-deductible  to 
the  extent  provided  by  law. 

In  order  to  donate  a  work  of  art,  please  write: 

Channel  13  Auction 
Art  and  Antiques  Day 
356  West  58th  Street 
New  York,  NY.  10019 

All  prospective  donations  are  subject  to  approval  by  the  Art  and 
Antiques  Committee. 
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Member  British  Antique  Dealers 


s  Association 


Fine  Eighteenth  and  Early  Nineteenth  Century 
Furniture  and  Works  of  Art 

67-70  CHALK  FARM  ROAD  •  LONDON  NWl    01-48.5  1501-  01-267  2767 


Fine  mahogany  longcase  by  RICHARD  COMBER  of  Lewes 
-  silvered  dial  with  original  hands  -  recessed  seconds  and  date 
dial,  strike/silent  in  arch.  Very  high  quality  movement,  with 
latched  plates  -  Graham  dead  beat  escapement  (ref:  Britten's 
Clocks  &  Watches  page  1 14.  fig.  13).  Striking  and  repeating 
the  hour  on  a  single  bell.  The  motion  wheels  are  crossed  out. 

The  pendulum  rod  and  bob  are  of  brass,  the  bob  being  seven 
inches  in  diameter  with  numbered  and  engraved  rating  nut. 
The  weights  are  original  and  brass  cased.  The  case  is 
mahogany  veneered  and  again  of  very  high  quality. 

Richard  Comber  of  Lewes  was  born  1742 -died  1824,  G.H. 
Baillie  'Watch  and  Clock  Makers  of  the  World'  3rd  Edition  - 
A  fine  maker,  longcase  clock  Wetherby  Collection. 

E.J.  Britten  'Old  Clocks  and  Watches  and  their  Makers'  5th 
Edition  -  gives  Richard  Comber  of  Lewes  -  died  1824  aged 
82  years,  a  maker  of  good  repute  in  Sussex.  Dial  of  a  clock 
illustrated  fig.  691  -  also  page  525. 

Height :  102  ins.  Without  top  finial  94  ins. 


5—  \ 


Date  of  this  Clock  1 780. 


gggggEjgggggggggggggggggggggggggE]B]E]E]E]E]B]B]B]E]E]E]E] 

El  13 
El 

1  The  Second  West  of  England  1 

Bl  c  L3 

Bl  \u\ 

Bl  l§ 

Bl  [3 

I  ANTIQUE  I 

Bl  13 

\  DEALEKS  I 

i  FAIE  | 

H  Assembly  Rooms  -  Bath  -  11am  to  7pm  daily  H 

II  Tuesday,  10th  May- Saturday  14th  Mav  1977  H 

Bl  J                  "                      '                   •  13 

Bl  ig 

Bl  13 

|]  Official  Opening  12  30pm,  Tuesday  10th  May  1977  by  |] 

|{  Her  Royal  Highness  The  Princess  Anne.  |] 

|j  Mrs  Mark  Phillips  C.G.VO.  |] 

Bl  13 

Bl  Admission  £100  including  catalogue.  Admission  only  70]).  H 

Bl  Catalogues  50p.  H 

Bl  is 

Bl  exhibitors  are  members  of  Hie  British  Antique  Dealers  Association  Ltd.  13 

Bl  13 
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ASIAN  GALLERY 

is  proud  to  announce 


r  L'-s 


I EXHIBITION 
MASTERWORKS 
CHINESE 
PAINTING 
from  the 
I  TIEN  YIN  TANG 
j  COLLECTION 
to  be 
held  in  our 
Private  Galleries 
located  at 

m  17-19  EAST  77th  ST. 
'1    NEW  YORK  CITY 


EXHIBITION 
DATES 

APRIL  28th 

through 

MAY  28th,  1977 


VIEWING 


APPOINTMENT 


STREAM  UNDER  LOETY  PEAKS 
by  Wu  Pin. 

Hanging  Scroll,  ink  on  paper. 
Size  328  x  102  cm. 


Please  address  inquiries  to 


MOUNTAIN  HERMITAGE 
by  Wang  Hui. 

Hanging  Scroll,  ink  with  colours  on  paper. 
Size  185.3  by  75.6  cm. 


ASIAN  GALLERY 

24  East  80th  Street,  New  York,  N.Y.  10021 
(212)  734-1379  Cable:  Ravenalart 

RICHARD  S.  RAVENAL,  Director 


».rthebest 

incWe§t  Qetman jourhalism« 


The  Suddeutsche  Zeitung  is  a 
member  of  T.E.A.M..  a  group  of 
1  4  top  newspapers  in  1  0 
countries  all  over  Europe. 
The  'Suddeutsche'  has  the 
highest  circulation  of  any  of  the 
three  German  members,  (F  A  Z.. 
Welt  and  Suddeutsche)  - 
304.225  copies  average  Monday 
to  Saturday.  2nd  quarter  1  976. 

South  Germany.  Suddeutsche's 
home  ground,  is  the  fastest 
expanding  business  area  in  the 


Federal  Republic,  and  it  is  here 
that  the  industries  of  the  future 
are  concentrated. 

Anyone  interested  in  keeping 
in  touch  with  this  booming 
market  and  its  affluent  society 


That's  what  "The  Times''  said  about  us 


needs  the  Suddeutsche  Zeitung. 

The  Suddeutsche  means  direct 
contact  with  a  fastidious  reader- 
ship demanding  authoritative 
information  to  a  very  high 
standard. 


SuddeuTsclieZeining 

The  world's  newspaper  from  Munich.  A  member  of  the  T.E.A.M.  group 
(Top  European  Advertising  Media). 


»•<«•>«  ^.i™"        "SSZ'OZl  Fruhiahrsauktionen 

SK-rye:  1976 
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\B  STOCKHOLMS  AUKTIONSVERK 

Established  1674 


)ranace,  attributed 


Netherland  about  1  580 


L.  Cranach,  attributed 


6-29  April  1977  New  address:  Jakobsgatan  10 

lustrated  Catalogue  *  SWEDEN  *  Box  16256 

Bl:  08.14.24.40  103  25  STOCKHOLM 


IMPORTANT 
ART  AUCTION 
MONDAY  AND  TUESDAY 
MAY  23  and  24,1977 
DUBUQUE,  IOWA 

We  are  selling  certain  Loras  College 
possessions  on  the  premises  of  Loras 
College.  Dubuque.  Iowa. 

This  Is  a  cataloged  sale  Please  send 
$5.00  to  the  manager  for  a  catalog  which 
admits  two. 


Old  Vienna  Porcelain  signed  Reinert 


19thc  Mettlach  portrait  plaque.  33j"  diameter        1  9th  c  Italian  signed  Filippo  Indoni. 

Peasant  Girl  w  beads  Oil  on  Canvas.  29'  x  39" 


>  I  v 


Pair  1  9th  c  French  Sevres  Urns.  34i"  ht 


Dutch  Still  Life  signed  Jan  Weemx.  1640-1719 
Oil  on  Canvas.  84" '  63" 


Portrait  of  Two  Sisters  attributed 
to  Nicolas  de  Largillier.  1 656-1 746 
Oil  on  canvas.  34"  42" 

Old  Masters  and  1  9th  c  paintings.  Exquisite  Imperial  Cloisonne.  Sevres  Urns.  Paintings  on  Porcelain.  Russian  Icons  and  Enamels. 
Magnificent  Bronzes.  Ma'bles.  Fine  French  Furniture.  Americana.  Indian  Artifacts  and  Baskets 
Sale  Manager:  Mary  E.  O'Connor  ( Mrs.  P.  F.)  19513  Fetzer  Road.  Strongsville.  Ohio  44136.  Tel :  21 6-238-461 5 


HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 


59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  SW1Y  6LX 

Tel:  01-493  0688  Cables:  Heimgal,  London,  SW1Y  6LX 

Also  in  Paris:  15  Avenue  Matignon,  Paris  Mil 
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Tea  Caddies 
in  the 

Chinese  taste 


Early  in  Victoria 's  reign,  in  1838,  Robert  Garrard 
made  the  delightful  pair  of  Caddies  in  the  style 
of  Paul  de  Lamerie.  They  are  very  finely  chased  with 
Chinese  scenes  and  measure  6  inches  high. 
The  price  for  the  pair  is  £1150. 

The  drum-shaped  Caddy,  4'A  inches  high,  is  a 
characteristic  example  of  18th-century  chinoiserie  by 
Augustus  le  Sage,  dated  George  III,  1767.  Price  £1400. 


CARRINGTON  only  at  130  Regent  Street,  London  W1R  6HU.  Telephone:  01-734  3727 
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Jan  Fyt  Still  life  canvas  -  1 12  x  168  cm 

Anvers  1609-  1661  signed 

Bruno  Meissner 

GALERIE  BRUNO  MEISSNER 

Paintings  and  Drawings 

Bahnhofstrasse  29  8702  Zollikon/ZH  Switzerland  Telephone:  01/65.85.75 

Member  of  the  Swiss  Art  Dealers'  Association 
Catalogue  on  request 


RUBENS  YEAR  1977  WEEKEND  VISITS  TO  ANTWERP  From  £70 

(July-September  1977) 

HUNTING  LAMBERT  WORLD  TRAVEL  SERVICE,  in  celebration  of  the  400th  Anniversary  of  P.  P.  RUBENS,  presents  the  opportunity  fo 
Lovers  to  visit  Antwerp,  the  beautiful  City  in  which  the  Master  lived  and  worked. 

First  Departure:  Friday,  1  July,  1977  (and  every  Friday  thereafter  up  to  and  including  Friday,  23  September) 

The  cost  of  £70  includes: 
Friday  to  Sunday-  3  days/2  nights. 

Return  air  travel  by  Sabena  scheduled  services  from  London  to  Antwerp,  accommodation  in  twin  bedded  rooms/bath  on  bed/breakfast  bps 
transfers  from  Antwerp  airport  to  the  hotel  and  vice  versa,  all  taxes  and  service  charges,  travel  insurance  and  2%  Government  Levy. 
N.B.  Hunting  Lambert  reserve  the  right  to  review  costings  should  there  be  any  marked  changes  in  currency  exchange  rates  or  fuel  surchajei 

etc., 


Hotels 

\  The  hotels  to  be  used  (ie.  Theatre,  Congress,  Empire,  and  Eurotel)  are  of  first-class  category  and  centrally  located.  The  deluxe  clasl 


N.B.  Supplements  for  single  rooms,  half  board,  full  board  and  extra  nights  will  be  advised  on  receipt  of  your  booking  form. 


>         Keyser  Hotel  may  also  be  booked  at  a  supplement  of  £1  0  for  the  weekend. 

9%^      %  "V   Group  reductions 

%  *&\'*  a  Party  °f  s'x  or  more  persons  travel  together,  there  will  be  a  £1 .50  reduction  per  person.  Special  group  rates  for  partieio 
^ty  \    20  or  more  are  available  on  request. 


Travel  from  other  U.K.  airports: 

\  Participants  may  fly  to  Antwerp  via  London  from  other  provincial  airports  -  the  supplements  will  be  as  folio'! 
V\  Birmingham  £27.80/Newcastle  £28/Leeds  and  Liverpool  £28.50/Edinburgh  and  Glasgow  £41 


of*;%° 


'6Q  N.B.  Air  travel  is  subject  to  availability.  Participants  will  be  routed  to  Antwerp-however,  should  the  AntvW 
\,  °%  \  services  be  fully  booked,  there  is  the  possibility  to  travel  to  Brussels.  The  costs  will  be  the  same  as  to  Antvjrt 


witr  the  one  exception  of  Manchester  departures  (£4.50  supplement). 


Transfers  in  Belgium 

'%         F°r  Antwerp  arrivals  and  departures,  transportation  will  be  provided  from  the  airport  to  the  hte 
%\  and  vice  versa.  For  Brussels  arrivals  and  departures,  transfers  will  be  by  public  airport  cofcr 
",\ service  to  the  centre  of  Antwerp  and  vice  versa  for  the  return  journey.  The  cost  of  this  serpf 
(although  included  in  the  package  cost)  will  be  shown  on  your  air  ticket.  Details  of  trarvte 
arrangements  will  be  included  with  your  tickets. 


WILLIAM  WALTER  ANTIQUES  LIMITED 

JOHN  BRIDGE 


w±*fw  j 


Magnificent  George  IV  Antique  Silver  Soup  Tureen 
Date  1827.  Made  by  John  Bridge. 
Weight:  205^  ozs. 


John  Bridge  was  a  well-known  London  Silversmith  who  in  partnership  with 
Philip  Rundell  were  appointed  Royal  Goldsmiths  and  Silversmiths  and 
entered  their  Mark  on  13th  November  1823.  John  Bridge  was  associated 
with  the  Firm  of  Paul  Storr  whose  influence  is  reflected  in  his  work. 


LONDON  SILVER  VAULTS        CHANCERY  LANE        LONDON        WC2A  1QS 

Telephone  01  -242  3248/9   Telegrams  WALTER  STRONGROOMS  London  WC2A  1 QS 


ALESSANDRO 

MAGNASGO  (1681-1749) 

Landscape  with  Resting  Huntsmen 
Oil  on  canvas.  281->x22U  inches 

Provenance:  Royal  Collection.  Wurtemberg 
Field  Collection.  Chicago 

Exhibited:  "'Alessandro  Magnasco". 
Springfield  Museum  of  Fine  Arts. 
Massachusetts.  1938.  No.  10. 


Berry-Hill  Galleries 

743  Fifth  Avenue,  New  York,  N.Y.  10022 
(u212)  753-8130     Cables  BERRYHILL  NEW  YORK 


ROSVCNOIi 
"  ROUS* 


ones  FAu\ 


9-18  JUNE  1977 

8  June  5  pm  until  7.30  pm.    9  -  18  June  1 1  am  until  7.30  pm. 
Thursdays  to  10pm.  Closed  Sunday. 
Admission  £1.50  including  illustrated  handbook. 

Grosvenor  House,  Park  Lane,  London  Wl  A  3AA.  Telephone  01-499  6363. 
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ftif  Adi  r  Picard  Tajan 

Auctioneers  in  Paris 


MONACO     HOTEL  LOEWS     MONTE  CARLO 

Friday  22nd  April  at  9.30  a.m.  and  2  p.m.  and  Saturday  23rd  April  at  2  p.m. 

IMPORTANT  GOLD  AND  SILVER  COIN  COLLECTIONS 

Greek    Roman    Byzantine  -  Gallic  -  Royal  French  -  Foreign  -  Contemporary  Medals 


Experts:  M.  J.  Vinchon,  M Mines  Berthelot  and  Guyonnet 


(A)  Greece  -  Sicily  Naxos  -  ca.  420  B.C.  Silver  Tetradrachm.  (B)  Rome  Commode.  Aureus,  minted  in  Rome  in  December  187  December 
188.  (C)  France  -  Treasure  from  the  Hundred  Years  War  -Charles  VI,  the  "Bien  Aime"  or  "Fou"  Demi  ecu  with  helmet  -  gold  -  La  Rochelle,  21st 
October  1417.  (D)  Louis  XVI  -  Silver  ecu  with  laurels  -  Paris,  1774.  (E)  Belgium  -  Leopold  1st  -40  francs  in  gold,  1834.  (F)  Russia  -  Peter  I  the 
Great  -  Gold  medal  (diameter:  46,4  cm). 


Viewing:  At  the  Expert,  77  rue.de  Richelieu,  from  Monday  28th 
March  to  Monday  18th  April 
In  Monaco:  Salon  of  the  Loews  Hotel,  Monte  Carlo,  on  Thursday 
21st  April  from  1 1  a.m.  to  6  p.m.  and  from  8  p.m.  to  10  p.m. 

ART  MONACO  S.A.,  1 13,  bd  Princesse-Charlotte,  Monte-Carlo,  by  Maitre  Escaut-Marquet,  Huissier  in 

Monaco,  in  the  presence  of  Mes  Ader  Picard  Tajan 


GENEVA - 


HOTEL  DU  RHONE 

Thursday  12th,  Friday  13th  and 
Saturday  14th  May 

JEWELLERY  -  OLD  GOLD  AND 
SILVER  WORKS 

OBJECTS  OF  THE  FAR  EAST 

FURNITURE  AND  WORKS  OF  ART 

of  the  17th,  18th  and  19th  Century 
from  the  collections 
of  Prince  PHOTIADES,  M.  Jacques  BORIE 
and  various  amateurs. 

By  Maitre  Henri  Scagliola,  Huissier  Judiciaire, 
6,  rue  de  la  Rotissene,  1203  GENEVA 
in  the  presence  of  Mes  Ader  Picard  Tajan. 

Experts :  MM.  A.  and  P.  Boutemy,  R.  Dechaut, 
G.  Portier  and  J.  -P.  Dillee. 


Viewing:  Hotel du  Rhone,  Tuesday  10th  May, 
Wednesday  1 1th  May. 


Very  important  and  superb  soup-tureen  (from  a  pair)  with  silver  cover  and 
saucer,  finely  chiselled  and  engraved  with  the  coat  of  arms  of  the  Duke  of 
York  and  Albany.  By  AUGUSTE  Fils,  the  King's  Goldsmith  -  Paris, 
1789. 

Soup-tureen:  Height  28,5  cm    Width  41  cm    Depth  23,5  cm. 
Saucer:         Height  86 cm      Width  49  cm    Depth  33  cm. 

Bureau  Rive  Gauche:  Mes  ADER  PICARD  TAJAN  -8  rue  de  Beaune-  75007  PARIS  -  Tel.  261.17.50 

CORRESPONDANT  EN  SUISSE  :  ART  PROMOTION  S.A  .  Lausanne-Palace.  Grand-Chene  9. 1003  LAUSANNE.  Tel  (021 )  23-12-34  et  20-37-11 
CORRESPONDANT  A  MONACO  :  ART  MONACO  -  Le  Victoria  - 1 3.  boulevard  Princess  Charlotte  -  MONTE-CARLO  -  Tel.  50-73-15 


Mes.  ADER  PICARD  TAJAN-12,  RUE  FAVART  PARIS  2-Tel.:  742.68.23-Cable:  ADERP1CAR-PARIS 


HISTORICAL  TECHNOLOGY 


These  microscopes  by 
George  Adams,  Matthew 
Loft.  &  Andrew  Ross,  and 
several  hundred  other 
antique  scientific  instru- 
ments and  early  associated 
books  are  to  be  found  in  our 
new,  illustrated  Spring 
Catalog  11 4A. 


Please  send  $2  in  the  U.S. 
($3  overseas)  for  your  copy. 


Historical  Technology,  Inc. 

6  Mugford  Street,  Marblehead,  Mass.  01945  U.S.A. 


OUR  ANTIQUES  DIVISION 

can  provide  all  the  services  you  may  need 


FINDERS  SERVICE 
FINANCIAL  ADVICE 
INSURANCE 
WAREHOUSING 

Door-to-door  REMOVALS  from  anywhere  in  Belgium  to 
anywhere  in  the  world  and  vice  versa. 


OFFICE  DES  PROPRIETAIRES  s.a. 


Rue  Wiertz,  42  -  B-1040  BRUSSELS  (BELGIUM) 
Phone  02/649.96.60  (5  I.)  -  Telex  23650 


56    The  Connoisseur,  April,  HJ77 


Impressionist  and  Modern  Pictures  and  Sculpture 
Monday,  April  25  at  2  pm  -  Illustrated  Catalogue  75p 


Tub* 


Salvador  Dali.  Augustus  John. 

Don  Quixote,  signed  and  dated  1935,  Portrait  of  Iris  Tree,  signed, 

ink  drawing  102  cm  x  71cm.  pencil  drawing  43  cm  x  30  cm. 


William  Russell  Flint. 

Dance  of  a  Thousand  Flounces, 

signed,  watercolour  50  cm  x  68  cm. 

NO  BUYERS  PREMIUM 

Phillips  the  Auction  People  since  1796. 7  Blenheim  Street, New  Bond  Street,  London.  W1Y  OAS. Telephone:  01-629  6602 

West  2, 10  Salem  Rd    Marylebone,  I  lav  es  PI      Jollys,  I  Old  King  Si.    Midlands  The  Old  House.    North  Hepper  House      Scotland  65  George  Si.    alsoat  Dublin 
London  W24BI'        London NWI6UA         Bain.  Avon  Knowle, West  Midlands       17a  East  Parade. Leeds     Edinburgh  EH2  2JL  Genevaand 

Tel  01 221 5303       Tel  01  723  1118  lei  0225  310009      lei  050  45  0151  Tel  05324002!)  lei  031 225  2260  Montreal 

Members  of  theSocietj  of  KineArt  Auctioneers 
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By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


RARE  AND  DECORATIVE  TAPESTRIES 
CARPETS  AND  RUGS 


A  fine  antique  Indian  Agra  Rug  with 
a  gold  colour  background. 

Size:8'9"*  5"l 0"  (266  cm  *  178  cm) 

Ref  No  12454 


Member  of  The 
British  Antique  Dealers' 
Association  Ltd. 


70  South  Audley  Street  Mayfair  London  WiY  OFE  01-493  5288 


Godolphin  Gallery 

SPECIALISING  IN  IRISH  PAINTINGS 


IMPORTANT  RECENT  DISCOVERY  IRISH  SCHOOL 

Portrait  of  Anne,  wife  of  Bishop  Berkeley,  with  her  son,  and  her  companion,  Miss  Handcock 
By  JAMES  LATHAM  (1696-1747)  Oil  on  Canvas,  49  by  58  inches 

20  Clare  Street,  Dublin  2,  Ireland    —    Telephone  763663  Evenings  762135  Director:  Sean  Collins 
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112  MOUNT  STREET  LONDON  W1Y  5HE 


41  EAST  57tii  ST.,  NEW  YORK,  N.  V.  10022 
(212)  PL  3  2166 


Mayorcas  Ltd. 

Member  of  the  BADA  Ltd. 


Rare  English  late  17th  century  Mortlake  tapestry 
panel  c.  1675-1700  with  carved  urn  and  floral  spray 
on  raised  plinth,  set  between  Corinthian  Columns 
with  putti,  etc,  in  polychrome  wools  and  silks,  reds, 
greens,  blues,  yellows,  etc.  Size  7ft.  10msx7ft.  5?ins 
(239cm  x  227cm)  Excellent  condition. 

38  Jermyn  Street  St.  James's 


London  S.W.i. 


Telephone:  01-629  4195 


FINE  ART  ALBUMS  FROM  THE  USSR 
Available  from  Collet's 

RUSSIAN  APPLIED  ART 

( 1 8th  to  early  20th  century) 

1 976  Aurora  publication.  Cloth 

in  decorated  slip-case.  171  full  colour 

plates  £15.00 

RUSSIAN  TAPESTRY 

The  St.  Petersburg  Tapestry  Factory 

1975  Khudozhnik  RSFSR  publication 
Cloth  in  decorated  slip-case  £14.85 

ANTIQUE  INTAGLIOS  IN  THE 
HERMITAGE  COLLECTION 

1976  Aurora  publication.  Cloth  in 
slip-case.  145  pages  of  plates.  £6.50 

Denington  Estate 
WELLINGBOROUGH 
U.K. 


Collet's 
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GALERIE  KOLLER 

8001  Zurich    Switzerland    Ramistrasse  8    Tel.  01/47  5040 


Bonnard,  Pierre  (Fontenay-aux-Roses  1 867-1 947  Le  Cannet). 
Trois  personnages  au  pied  d'un  arbre».  Oil  on  canvas,  signed.  50.4x31.1  1 
Literature:  Jean  et  Henry  Dauberville,  Catalogue  Raisonne  no.  904. 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER  ZURICH 


Ludwigsburg,  i8.Jh.  Meissen,  circa  1725. 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER 

8001  Zurich    Switzerland    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 

IMPORTANT 
AUCTION  SALES 

May  12th  through  28th  1977. 

Preview  April  29th  through  May  10th,  daily  from  10  a.m.  to  10  p.m.  On  Sundays 
from  10.30  a.m.  to  10  p.m.  On  Tuesday,  May  10th,  the  last  day  of  exhibition,  from 
10  a.m.  to  6  p.m. 

After  May  10th  and  until  the  day  of  the  sale,  appointments  may  be  made  for  private 
viewing. 

The  property  of  various  owners,  including: 

Important  collection  of  modern  paintings,  property  of  a  Zurich  banker. 
Property  of  a  patrician  family  in  Basel. 

Jewels  formerly  in  the  estate  of  King  Vittorio  Emanuele  II. 
Important  collection  of  Silver  formerly  in  the  estate  of  Emperor  Friederich  I. 
The  S.Weinberg  Collection  of  20th  century  bibliophile  editions  and  rare  books. 
Important  collection  of  Anatolian  rugs,  property  of  a  Danish  collector. 
We  publish  5  illustrated  catalogues  twice  annually  for  the  various  sales : 
Pictures,  16th  to  20th  century,  graphic  art  and  sculpture, 
19th  and  20th  century  SFr.  50 

Furniture,  arts  and  crafts  SFr.  50 

Jewels  SFr.  40 

Asian  and  Far  Eastern  works  of  art,  including  ceramics  SFr.  30 

Veteran,  vintage  and  classic  cars  one  catalogue  per  year  SFr.  1 5 

Overseas  postage  not  included. 

We  are  selling  by  auction : 

Important  paintings  of  the  19th  and  20th  century  (Bonnard,  Carra,  Derain,  Dufy, 
Hofer,  Kisling,  Leger,  Mane-Katz,  Marquet,  Monet,  Monticelli,  Nolde,  Pascin, 
Pechstein,  Rodin,  Seligmann,  Spitzweg,  Ziem  etc.). 

Old  Masters  (Berchem,  Casteels,  Cranach,  van  Goyen,  A.  van  der  Velde, 
van  Zyl  etc.)  as  well  as  a  large  collection  of  Swiss  paintings. 
Important  collection  of  modern  graphic  art  and  rare  bibliophile  editions 
(Marquet,  Signac;  Feininger,  Hofer,  Kirchner,  Marcks,  Schiele,  Kokoschka; 
Braque,  Picasso,  Chagall,  Miro,  Poliakoff,  Bissiere,  Cocteau,  Manessier.  Rare  prints 
by  Kurt  Seligmann :  works  by  other  19th  and  20th  century  Swiss  artists.  Contem- 
porary American  artists:  Dine,  Lichtenstein,  Albers). 
Rare  French  furniture  of  the  17th  and  18th  century,  many  pieces  signed. 
Outstanding  bracket  and  cartel  clocks.  Mirrors,  bronzes. 
Large  collection  of  rugs  and  carpets. 

European  porcelain  and  faience.  Collection  of  antique  and  modern  silver. 
Miniatures. 

Collection  of  firearms.  Classical  antiquities. 
Important  collection  of  stained  glass. 
Important  jewels. 

Highly  important  collection  of  oriental  art  including  large  collection  of 
Tibetan  art: 

Part  I  of  a  collection  of  bronzes,  the  property  of  Dr.  Zantke-Riner. 
Part  I  of  a  collection  of  thankas,  the  property  of  Dr.  Schwaninger. 
India,  China,  Japan:  sculpture,  lacquerware,  woodblock  prints,  snuff- 
bottles,  miniatures. 
Far  Eastern  ceramics. 

Over  40  vintage  cars ;  exhibited  May  3  rd  through  1 4th  in  the  big  hall  of  the  «Glatt» 
Shopping  Center. 


te- 
rn 


Cartel,  Louis  XV, 
signed  Jean-Baptiste  Baillon  a  Paris. 
Bronze  case  signed  St.  Germain. 
Height  37.4  in. 


Small  Secretaire,  Louis  XV, 
signed  Roussel,  Paris  about  1770. 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER  ZURICH 


Buddha  Shakyamuni. 
Gilt  bronze.  Tibet  17th  century.  Height  24.4  in. 
Separate  lotus  base  total  height  30.3  in. 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER  ZURICH 


Cranach,  the  elder,  Lucas  (Kronach  1472-1 5  5  3  Weimar). 
«Christ  blessing  the  children»,  after  1537. 
Oil  on  wood.  14. 9X  19.4  in. 


Brechem,  Nicolaes  (Haarlem  1 620-1683  Amsterdam). 
Oil  on  wood,  signed  and  dated  1659.  23.2x27.6  in. 
Literature:  Hofstede  de  Groot,  vol.  IX,  Catalogue  Raisonne  no.  373. 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER  ZURICH 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER  ZURICH 


Seligmann,  Kurt  Fables  de  La  Fontaine.  From  the  complete  volume 
(Basel  1900-1962  Sugar  Loaf,  New  York).  of  100  signed  etchings  by  Marc  Chagall. 

«Soumarin»,  c.  1932.  Oil  on  wood,  Paris,  Teriade,  1952.  (Boston  52.  Rauch  147) 

signed  and  inscribed  on  the  back.  3 1 .9  x  2  5 .6  in.  S.  Weinberg  Collection. 


Rolls-Royce  Silver  Ghost,  1925,  Brewster  body  (USA)  completly  restored. 

IMPORTANT  SALES  BY  AUCTION  MAY  1977 


GALERIE  KOLLER 


8001  Zurich    Switzerland    Ramistrasse  8    Tel.  01/47  5040    Telex  58500 


A  very  fine  Spanish  enamelled  gold  pendant,  A  very  important  emerald  brooch. 

second  half  of  1 6th  century.  Provenance:  King  Vittorio  Emanuele  II  gave 

Provenance:  this  brooch  as  a  present  to  Contessa  di  Mirafiori 
Collection  Melvin  Gutman  (actual  size).  about  1870  (actual  size). 


Siebenbiirgen,  about  1700.  47.2x61  in. 


IMPORTANT  SALES  BY  AUCTION  MAY  1977 


BROD  GALLERY 

24  St. James's  Street,  London  SW1A 1HA  Telephone:  01-839  3871 


ISAAK  SOREAU 

Hanau  1604-  after  1638 
Still-life  of  fruit  on  a  pewter  plate 

Panel:  13  x  18|  ins.  33  x  47-6  cms. 
Provenance:  From  a  French  private  collection. 


Exhibiting  at  the  International  Art  Dealers'  Fair 
'PICTURA' 

Eurohal- Maastricht-Holland  21-31  May  1977 


Fine  Paintings  and  Drawings  by  Old  Masters 


Algernon  Aspre^ 

A  fine  18th  century  barometer  of  about  1760,  made  in  te 
style  of  a  longcase  clock,  with  a  brass  breakarch  di 
engraved  with  spandrels  and  scrolls  and  calibrated  in  ti> 
usual  way  for  indicating  the  state  of  the  weather. 

The  mahogany  case  is  of  fine  quality  and  the  hood  slic; 
forward  to  give  access  to  the  mechanism  behind  the  dial. 
Height:  45" 

Members  of  the  British  Antique  Dealers'  Association 
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Antiques  from  abroad ... 

A  beautifully  coloured  mahogany  sideboard  from 
England,  circa  1780.  64  inches  long,  26*4  inches  wide, 
35  inches  high.  $7,200.00. 


OTT)  A  QQT7T  ISKJSa? 

1000  HAMILTON  AVE.,  LOUISVILLE.  ICY.  40204  TEL(502)  587-661 1 
ember  of  The  National  Antique  and  Art  Dealers  Association  of  America,  Inc. 


m 


ALGERNON  ASPREY.  27  BRUTON  STREET.  LONDON  W1X  8HA 
TELEPHONE:  01-629  2608.  CABLES:  ALGYASPREY  LDN.  TELEX:  2 


GALERIE 

DE  JONCKHEERE 


DUTCH  &  FLEMISH  OLD  MASTERS  PAINTINGS 

55,  Boulevard  de  Waterloo- 1000  Bruxelles-T.:  512.95.23 


COLOURED  CATALOGUE  SENT  ON  REQUEST 


(F.  R.  &  M.  H.  STAMP) 


allowing  the  drawer  to  slide  forward  revealing 
compartments,  etc,  the  whole  in  beautifully  veneered 

mahogany,  circa  1  740. 
Height  29"  (74  cm),  width  36"  (92  cm),  depth  24"  (61  cm). 
Open  Tuesday  to  Saturday.  Closed  Monday. 
Hare  Hatch  Grange,  Nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
 (Leave  M4  at  Junction  No.  9)  


CRAMER 

PAINTINGS  BY 
OLD  MASTERS 

CATALOGUE  XX  /  1975-1976 

AND  ADDENDUM 

REVISED,  ENLARGED  EDITION 

180  pages,  99  illustrations 

^5.00  post  free  (U.S.A.  $15.00  iiicl.  air  mail  postage) 


EM.  de  WITTE  (1617-1692) 
'The  old  church  at  Delft' 
Signed  and  dated:  E.  De.  Witte  1682 
On  canvas  61  x  47.5  cm  (23J  x  18A  in.) 
Lit. :  Manke  no.  15,  page  81,  ill .  101 
Extensively  described  with  colour-ill. 
in  cat.  S.J.  v.  d.  Bergh  coll.  (1968) 
page  1 10 


38,  JAVASTRAAT  .  THE  HAGUE 
HOLLAND    •    TEL:  (070)  63  07  58* 


WANTED  TO  BUY 

BY  PRIVATE  COLLECTOR 

Oil  Paintings 

EXCEPTIONAL  Quality  19th  Century  Finely 
Detailed  European  or  American  GENRE  (Story- 
telling subjects,  etc.)  Elegant,  Figures,  Palace,  Ball- 
room, Eastern,  etc.  Scenes  ENGLISH,  FRENCH, 
ITALIAN,  SPANISH,  &  AMERICAN  Artists  such 
as  D.RIDGEWAY  KNIGHT,  ALMA-TADEMA, 
F.  BEDA,  LANDINI,  BRUNERY,  CROEGART, 
LUDWIG  FISCHER,  LUDWIG  DEITCH, 
P.  SALINAS,  DeBLASS  OR  SIMILAR. 
TOP  PRICES  PAID!  Airmail  Description,  Size, 
PHOTOS,  Price.  P.O.  Box  414273,  Normandy 

Branch,  Miami,  Florida  33141  (U.S.A.) 

Phone  (305)  868-7108  and  (305)  868-4361 
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The  Fine  Art 


THE  LARGEST  QUALITY  ANTIQUES  FAIR  IN  BRITAIN. 


Each  year  the  Fine  Art  and  Antiques 
Fair  gains  in  stature.  The  standard  of  exhibits 
improves,  the  variety  of  antiques  widens  and 
the  number  of  stands  and  volume  of  business 
increases  —  there  were  130  stands  last  year. 

For  both  dealer  and  collector  the  Fair 
provides  a  unique  opportunity  to  keep  a 
finger  on  the  pulse  of  the  antique  market  —  to 
spend  a  relaxing  day  in  elegant  spacious 
surroundings,  viewing  and  buying,  making 
new  contacts  and  renewing  old  ones. 

There  are  auctions  on  the  1 1th,  1 3th, 


14th  and  15th  and  some  of  the  private 
treasures  of  the  Royal  Academy  provide  a 
fascinating  central  feature. 

With  the  Jubilee  celebrations  reaching 
their  climax  and  other  important  events  in 
the  antiques  world  taking  place,  this  is 
undoubtedly  the  time  to  visit  London. 
Make  a  point  of  visiting  the  Fair 
The  Fair  is  open  from  3pm  to  8pm  on 
Thursday  9th  June,  and  1  lam  to  8pm  on  all 
other  days,  excluding  Sunday.  It  will  close  at 
4pm  on  the  final  day. 


Olympia  946  June  1977 


VAN  MARLE  &  BIGNELL  B.V. 

Lange  Voorhout  58  The  Hague  Holland 
Tel  070-63  7312 


Announce  the  604th  important 
Auction  on  June  14, 1977 


ffl  ffl  ffl  ffl  E8  ^k, 

I 


Of  fine  works  of  art  and  a  large  collection 
of  paintings,  watercolours  and  drawings 
of  the  1 7th,  1 8th,  1 9th  and  20th  centuries 


Sold  at  our  last 
auction  for 
Dfl.  20.000,- 


Charles  Leickert 
canvas  63  x  85  cm 


AUX  TROIS  ARCADES 


15. 


12  OA  Gj>en 


eve 


el.  022/28  35  85 


A  chamberstick  of  simple  style,  but  made  by 
the  great  master  PAUL  DE  LAMERIE  of  the 
GEORGE  II  period  and  dated  1747  / 


Specialists  in 
English  18th 

and  early 
19th  Century 


Silver, 
Furniture 
and 
Objets  d'art 


1 6th 
Scottish 
Antiques 
Fair  and 

Exhibition  of 
Arts  &  Crafts  Movement 
Furniture,  pottery  &  jewellery 

THE  ADAM  ROOM 
George  Hotel 
Edinburgh 

Daily 

1 0.30  to  20.00  Hrs  4-7  May  1977 

Admission  50p 

Preview  in  Aid  of  The  National  Trust 
for  Scotland. 

7.30  p.m.  3rd  May    Tickets  £2 
From  The  National  Trust  for  Scotland,  5  Charlotte  Sq.,  Edinburgh 


74    The  Connoisseur,  April,  1977 


WATERMAN  AUCTION 


Zurich  /  Switzerland 
Friday,  6th  May  1977  —  15.00  p.m. 
Hotel  Carlton  Elite 


Ludolf  Backhuysen  (1631— 1708) 
« Warship  on  stormy  sea»,  canvas  145  x  122  cm,  signed 

Important  17th  Century  Dutch  Old  Master  Paintings  — 
19th  Century  French  Paintings 

On  view: 

Saturday,  23th  April  to  Thursday  5th  May  1977,  from  10.00  a.m.  to  21 .00  p.m. 
at  the  Hotel  Carlton  Elite,  Bahnhofstrasse  41,  Zurich 

Illustrated  catalogue: 

Waterman  AG,  CH-31 14  Wichtrach/Switzerland,  P.O.  Box  35,  Telephone  031/92  86  86 


ROB  KATTENBURG 


SPIEGELGRACHT  7  AMSTERDAM  TEEEFOON  020-23  20  64 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Associated 


Bronze  bust  of  Greek  Youth 
Circa  1820.  Height  21  inches 

6,  7  &  8  BORINGDON  VILLAS  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  337952 


Silver  Jubilee  Sword 

Wilkinson  Sword  Limited,  swordmakers  to 
H.M.  The  Queen  andHFLH.  Tlte  Duke  of  Edinburgh 
and  craftsmen  in  steel Jor  over  200 years,  are  proud  to 
announce  that  their  Commemorative  Sword  may 
be  viewed from  March  1st  at- 

Aspre)'s  Garrards  Harrods 

These  Swords, part  of a  limited  edition  of 
100 available  to  collectors  throughout  the  world, 
are  based  on  the  design  oj  a  walking  sword  in  the 
English  tradition.  The)'  incorporate  a  hollow 
colichmarde  steel  blade,  etched  and  %old filed  with 
the  words  H.M.  Queen  Elizabeth  111952-1977. 
The  hilt  is  of  solid  sterling  silver  stamped  with 
the  special  Silver Jubilee  hallmark  and  having  an 
18ctgold  inlaid  grip  surmounted  by  a  handpainted 
arms  inset.  The  knuckle  guard  contains  25 
diamonds  totalling  over  2ct,  a  diamond  for  each 
year  oj  Her  Mafest)>'s  reign. 

For  those  interested  in  items  of  beaut)',  made 
entirely  by  traditional  methods,a  visit  to  one  oj  these 
establishments  will  prove  a  rewarding  experience. 
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DE  LA  AGRUPACION  NACIONAL  Y  PROVINCIAL 

2a  EXPOSICION  DE 
ANTICUARIOS  EN 
BARCELONA 

DEL  16  AL  28  DE  ABRIL  1977  PALACIO  ALFONSO  XIII  -  MONTJUICH  -  BARCELONA 


The  Duet 
Attiho  Simonetti  1 843  1 925 
Canvas  size  -  1 5s"  x  1 1  J"    cm.  39.5  * 
Outside  frame  -  22"  «  171"    cm  56 


28.5 
i  45 


"In  Toronto" 
Fine  Paintings  by 
recorded  artists 


including  works  by: 

W.  Anderson,  H.  Andrews,  Berne  Bellecour,  F  M  Bennett,  Frank 
Brangwyn,  F.  A  Bridgman,  Edgar  Bundy,  J.  B.  Burgess,  A.  de  Breanski, 
Phillip  H.  Calderon,  D.  Y.  Cameron,  Ivan  Choulste,  F.  C.  Compte, 
E.  Detaille,  Jules  Dupre,  Victor  Dupre,  Dietz  Edzard,  John  Eckenaes, 
Suzanne  Eisendieck,  R.  Ernst,  Th.  Frere,  E.  L  Garndo,  Frederick  Goodall,  R.  A., 
Paul  Grolleron,  J.  J.  Henner,  J.  F.  Herring,  Jr.,  Joseph  Highmore, 
W.  Lee  Hankey,  Dame  Laura  Knight,  Ridgway  Knight,  Sir  Edwin  Landseer, 
L.  Lassalle,  B.  W.  Leader,  A.  A.  Lesrel,  Jonas  Lie,  T.  M.  F.  Lybaert,  J.  C.  Maggs, 
Constantin  Makovsky,  James  Meadows,  Han  van  Meegeren,  Franz  Moormans, 
Adrien  Moreau,  H.  H  Parker,  Sir  Henry  Raeburn,  Antonio  Reyna,  Lucio  Rossi. 
Ferdinand  Roybet,  W.  Dendy  Sadler,  Eisman  Seminowsky, 
Wordsworth  Thompson,  Felix  Ziem  and  others. 


FREDERICK  THOM  GALLERIES 

1 94  Bloor  Street  West 

(just  west  of  Park  Plaza  Hotel) 

Toronto  M5S  1T8,  Canada 

Telephone:  416-921  3522 
Area  Code  :  416 


An  important  pair  of  silver  chambersticks 
by  the  noted  silversmith  Philip  Rundell. 
The  nozzles,  snuffers  and  drip  pans  each 
bear  a  set  of  fine  and  clear  marks,  and  are 
each  engraved  with  a  crest. 

London, 1819-1820 

JAMES  M.  HANSEN 

Antiques 

25  E.  De  la  Guerra,  Santa  Barbara,  California  93101  (805)  966-1400 


ART  APPRECIATION 
TWO  SUMMER  CONFERENCES 
AT 

TEMPLE  NEWSAM  HOUSE 

Robert  Adam,  Thomas  Chippendale  and  their  Patrons 
in  the  North : 

18-23  July  1977 

Yorkshire  Country  Houses  and  Craftsmanship : 

1-6  August  1977 

Fully  residential  with  guided  country  house  tours  and 
talks  by  leading  experts 

For  application  formsand  further  particulars  write: 

The  Conference  Tutor 
Temple Newsam  House 
Leeds  LSI  5  0AE 
Yorkshire 
England 
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or  association 
II  Tin 


ftHENAISSAm 


"  Connoisseur 


|>  magazme^j 


|  Micro  crystalline  wax 
cleaner  /  polish 
!?@la@230cc 


RENAISSANCE 


'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin  waxes 
with  unique  cleaning  and  protective  qualities.  It  is  already  used 
in  many  parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all  surfaces,  gently 
lifting  the  grime  of  antiquity  and  leaving  a  finish  delightful  to  see 
and  touch.  The  surface  glows  with  repeated  applications. 
With  the  consent  of  the  British  Museum,  acknowledged  leader 
in  conservation  research,  the  polish  is  now  being  made  available 
to  the  public. 

Price  per  can,  including  packing, 
postage  and  (in  U.K.  only)  VAT 
U.S.A.  -  Air  Mail:  $7.50 

-  Surface  Mail:  $6.00 
Canada  -  A  ir  Mail :  $8 .40 

-  Surface  Mail:  $6.00 
U.K.  Only  £1.90 
Europe  £2.50 
Australia  -  Air  Mail:  £4.60 

-  Surface  Mail:  £2.50 


For  quantities  of  six  or  more  deduct  io%  overall. 


Order  Form:  To  The  Connoisseur,  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1V  !HF.  (Reg.  Office.  Reg.  No.  112955  England). 

Please  send  me  by  airmail/surface  mail:  cans  of 

Renaissance  Wax  Polish  at  each,  less  10%  overall  deduction 

on  six  or  more  cans.  I  enclose  total  payment  of:  


Mr/Mrs/Miss. 
Address   


Chequesjmoney  orders  should  be  made  payable  to  THE  CONNOISSEUR 


c*An  Invitation 

...to  spend  sometime  each 
month  among  the  ta&stmost 
exquisite  tiBasuiBs  gf the 
ancient  and  modern  wdrld! 

"The  most  beautiful  magazine  printed  in  the 
English  language,"  THE  CONNOISSEUR 
contains  full-colour  plates,  illustrations  and  au- 
thoritative articles  on: 
Paintings 
Prints 
Tapestries 
Antiques 
Silver 
Jewelry 
Porcelain 
Glass 
Sculpture 
Architecture 
Furniture 
Arms  &  Armour 

Plus,  definitive  news  on  the  showings,  sales 
and  events  worth  noting  in  American  and  Eu- 
ropean galleries,  museums,  auction  rooms  and 
private  collections. 

60MVOISSELK  $5.00  a  copy. 

1  year  $48.00  (You  save  $12.00  from  the  single- 
copy  cost) . 

2  years  $85.00  (You  save  $35.00  from  the  single- 
copy  cost) . 

For  these  substantial  savings,  just  fill  in  and 
clip  out  the  Subscription  Order  Form  below 
and  mail  it  today. 

Your  first  copy  will  be  on  its  way  to  you  in  six 
to  twelve  weeks.  Watch  for  it! 


_! 


THE  CONNOISSEUR 

P.O.  Box  10120.  Des  Moines,  Iowa  50340 
Yes!  Please  send  me  THE  CONNOISSEUR 

□  One  year  (12  months)  for  $48.00 

(saves  me  $12.00  from  the  single-copy  cost) 

□  Two  years  (24  months)  for  $85.00 

(saves  me  $35.00  from  the  single-copy  cost) 

□  Payment  is  enclosed    □  Bill  me  


Initial  here 


Name- 


please  print 


Address- 
City  


-State- 


-Zip- 


THE  CONNOISSEUR,  $5.00  a  copy. 


WBSF 
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W&kefield-Scearce  Galleries 

HISTORIC  SCIENCE  HILL 
SHELBYVILLE,  KENTUCKY  40065    Telephone  502  633-4382 


Member  of 

the  Art  and  Antique  Dealers  League  of  America,  Inc. 
Direct  Importers  of  British  Antique  Furniture, 
Silver,  Old  Sheffield  and  Decorative  Accessories 
Write  for  our  new  illustrated  catalogue,  $2.50 


Jan  van  Goyen 

Poet  of  the  Dutch  Landscape 


'ieui  near  Dordrecht  Fitzwilliam  Museum,  Cambridge 


Paintings  from  Museums  and  Private  Collections 
in  Great  Britain 

20  April  -  25  May  1977 

ALAN  JACOBS  GALLERY 

15  Motcomb  Street,  Belgrave  Square,  London  swi 
Telephone  01-235  5944 
Open  10-6  every  day,  including  Sunday 

Fully  illustrated  catalogue  £3 

(Proceeds  to  the  Queen's  Silver  Jubilee  Appeal) 
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IN  BRUSSELS 


THE  22< 


ANTIQUE 
DEALERS'FAIR 


OF 


BELGIUM 


from 


%       »•  . 


april  until  4th  may 

every  day  from  2.30  p.m.  until  10  p.m. 

PALAIS  DES  BEAUX  ARTS 
10,  rue  Royale  -  Bruxelles 

Reliquary  (Arm  of  St  Jacob)  -  Treasure  of  Binche  -  1150. 
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THE     CANADIAN    ANTIQUE  DEALERS 

ASSOCIATION 

L'ASSOCIATION  DES  ANTIQUAIRES  DlT 

CANADA 

BOX  517,  STATION  K,  TORONTO,  ONT.  M4P  2EO 


The  Canadian  Antique  Dealers  Association  was  formed  in  1967,  with  a  principle 
purpose  of  safeguarding  the  purchaser  of  Antiques  in  Canada.  The  sign  of  the  Association's  golden 
beaver  in  a  shop  window  or  display  is  assurance  that  the  dealer  is  pledged  to  adhere  to  high  ethical 
standards. 

The  C.A.D.A.  members  take  pride  in  their  reputation  due  to  the  great  care  given  to 
granting  memberships  only  to  applicants  worthy  of  upholding  this  objective.  Membership  is  regarded  as 
something  to  be  earned  and  admittance  not  to  be  had  for  the  asking.  Amongst  the  qualifications  for 
membership  are  proven  integrity,  expert  knowledge,  five  years  in  the  retail  antique  business  and  quality  of 
stock. 

The  Canadian  Antique  Dealers  Association  was  also  the  first  in  this  country  to 
organize  a  vetted  antique  show,  and  approximately  30  dealers  from  across  Canada  will  participate  in  our 
upcoming  Eighth  Annual  Antique  Show.  It  will  take  place  at  The  St.  Lawrence  Market,  92  Front  Street 
East,  Toronto.  Opening  Night :  Tuesday  May  1 7th,  8  p.m.-l  1  p.m.  Wednesday  &  Thursday,  May  18th  & 
19th,  1 1  a.m.-lOp.m. 


The  Canadian  Antique  Dealers  Association 

William  C.  Jackson. 
President. 


THE  CANADIAN  ANTIQUE  DEALERS  ASSOCIATION  (^v) 


the  216  King  St., 

St.  Catharines,  Ontario, 
rp,  L2R  3J9 

1  OWI1  Canada.  Phone 

416-684-1053 

J~Jq|J§^  We  are  located  10  miles  from  Niagara  Falls 

Edward  Boyagian 

Antiques  Member  Canadian  Antique  Dealers  Association 


Clje  Cappit  Hen 


Quality  Antiques 
Dr.  Laurie  Patrick 


Rare  Tsu  Chou  Water  Pot  in  Form  of  Deer 
Yuan  Dynasty 

3025  Granville  Street  Phone:  (604)  731  -8021 

Vancouver,  B.C.  V6H  3J9 

Member  Canadian  Antique  Dealers'  Association 


Member  Canadian 
Antique  Dealers  Association 

Antiques  and  Works  of  Art 


Antique  English  Silver 

Covered  Tankard.  Date  1751.  Maker  Fuller  White. 
Weight  26ozs.  Fully  marked  on  body  and  cover. 

Covered  Cup.  Date  1738.  Maker  A.V. 
Weight  58ozs.  Height  1 1  ins. 


736  Seventeenth  Avenue  Southwest  Calgary. 
Alberta,  Canada  T2S  0B7 
Telephone  269-3560  Area  code  403 


«3 


THE  CANADIAN  ANTIQUE  DEALERS  ASSOCIATION  (g) 


Samuel  Breitman  Antiques  Ltd. 

1353  Greene  Avenue,  Westmount,  Quebec  H3Z  2A5 
Tel.  (514)937-0275 

Exhibiting  at  the  C.A.D.A.  Show. 


Wanted  to  Purchase 

Diamond-Point  type  Armoires  or  Buffets  in  Pine.  Also  top 
quality  items  of  Canadian  interest;  china,  glass,  silver, 
prints  &  paintings. 


Specialising  in  fine  Canadiana  for  over  /  0  years 

J    Specialiste  des  beaux  meubles  canadiens 
depuis plus  de  jo  ans 


Hubston  Antique* 

Messrs  H.  Drinkwater  &  J.  Rivard 

QUALITY  ANTIQUES 


Fine 
QUALITY 
CANADIAN 
& 

ENGLISH 
FURNITURE 

GLASS 
PORCELAINS 
SILVER 
COPPER 
BRASS 
PRINTS 
& 
MAPS 

Open  DAILY  10  a.m.  to  6  p.m. 
CLOSED  WEDNESDAYS 

Sundays  1.30  to  6  p.m. 

JUNCTION  OF  TRANS-CANADA  (40) 
&  HWY  342  at  HUDSON  EXIT  17 
Tel.:  455-5353 

(Member  Canadian  Antique  Dealers  Association) 


Pair  of  Antique  Chinese  carved  Lapis  Lazuli  Hounds 
on  wood  stands;  1  9th  Century. 
Height  1\  inches 

1494  SHERBROOKE  ST  W  ,  MONTREAL  25.  CANADA 
PHONE  937-6161 


Horen?  &nttfiues;  Htb. 

701  MOUNT  PLEASANT  ROAD 
TORONTO,  ONTARIO,  CANADA  M4S  2N4 


A  Pair  of 
rare  1 8th  Century  Royal 
Vienna  Porcelain  Baskets. 

Circa  ij8j. 


Telephone:  Bus.  487-  2066  Res.  483-6795 
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THE  SHEPHERD  GALLERY  ASSOCIATES,  NEW  YORK 

and 

JAN  G.  MILNER  of  LONDON 

FRENCH  19th  CENTURY 
PAINTINGS 

Romantic  Realist  and  Academic 

at  The  Alpine  Club  Gallery,  74  South  Audley  Street,  London  WiY  5FF 

23  March-6  April 

Monday-Friday  10.00  a.m.-5.oo  p.m.       Saturday  10.00  a.m.-i.oo  p.m. 

Fully  Illustrated  Catalogues  available  from 


The  Shepherd  Gallery  Associates 
21E84th  Street 
New  York  10028 


$5 


Jan  G.  Milner 
60  Marylebone  High  Street 
London  W1M3AF 


£3 


The  last  thing  we  want  to  do 
is  ship  your  antiques. 

The  Michael  Davis  Company  has  been  shipping 
antiques  for  years. 

In  1976  we  transported  more  than  £10  million 
worth  from  the  U.K.  alone. 

We  don't,  however,  see  our  job  just  as  shippers. 

Michael  Davis  is  also  in  business  to  help  our 
clients  find  antiques  to  ship. 

So  we  have  luxury  apartments  in  Central 
London  where  you  can  stay. 

We  can  provide  you  with  a  list  of  dealers  in  your 
specialist  field. 

Or  we  can  let  you  have  a  car  and  a  personal 
guide  to  show  you  round  Britain's  10,000  scattered  antique 
dealers. 

And  all  because  the  last  thing  we  want  to  do  is 
ship  your  antiques  home  for  you-right  to  your  door. 

Find  out  more.  Send  the  coupon  to 
Michael  Davis  (Shipping)  Limited,  111  Mortlake  Road,  Kew, 
Richmond,  Surrey  TW9  4AU.  Telephone  01-876  0434 
(day),  01-878  3377  (night)  or  4725  Alia  Road,  Marina  Del 
Ray,  Los  Angeles,  California  90291.  Telephone  (213) 
822  5046. 


r 


MICHAEL  DAVIS 


we  ship  antiques  safely. 


1 


Name . 


Address . 


|  □Commercial 

|  Q  Moving  household 


□  Private 

(Please  tick  appropriate  box) 


C4 
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Martyn  Gregory 

SPRING  EXHIBITION  OF  ENGLISH  AND  DUTCH 
WATERCOLOURS  AND  DRAWINGS 
18th -30th  APRIL  1977 


Monday  to  Friday  10-6 


John  'Warwick'  Smith 
(1749-1831) 


Saturdays  10-12.30  p.m. 


Mountain  Torrent, 
Switzerland' 


34  BURY  STREET,  ST.  JAMES'S,  LONDON  S.W.I 
Telephone:  01-839  3731 
(Illustrated  Catalogues  available  £1) 


Tuesday,  April  19  at  11  a.m.  and  2.30  p.m. 

Fine  Japanese  Ceramics,  Lacquer  and  Bronzes 

The  Properties  of  the  late  Mrs.  O.  J.  Fortescue,  The  late  John  Ness-Walker,  Esq. 

and  others 


Kakiemon  bowl  and  cover,  early  18th  century, 
8^  in.  (21-3cm.)  diam. 


Silver  box  and  cover,  signed  Kansai  Boeki  Gaisha  Oko 
Kobayashi  Yoko  (seizo)  Meiji  period, 
12|  in.  (32- 1  cm.)  long. 


One  of  a  pair  of  lacquer  hokai  boxes,  19th  century, 
16^  in.  (41  cm.)  high. 


Haniwa  pottery  figure  of  a  lady,  Kofun  period, 
6th/7th  century,  29|  in.  (75  cm.)  high. 


Catalogue  ( 64  plates ,  including  I  in  colour)  £2.30  (%4)  post  paid. 
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Tuesday,  May  3 

The  Robert  Strauss  Collection  of  Renaissance  and 

Other  Bronzes 


The  Belvedere  Apollo,  Pans,  late  1 7th  early  1 8th  century,  the  base  inscribed  No.  3 1 5,  for  the 
Inventaire  General  des  Meubles  de  la  Couronne,  1 729,  1 8 j  in.  (47  cm.)  high. 

Catalogue  ( 50  plates,  including  3  in  colour)  £1.80,  ($3)  post  paid. 
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Thursday,  May  5  at  10.30  a.m. 

Fine  Islamic  and  Indian  Manuscripts  and  Miniatures 

The  Properties  of  George  P.  Bickford,  Esq.,  An  Important  American  Museum  and 

others. 


Court  scene,  Bikaner,  late  17th  century.  17  in.  by  12$  in.  (48  cm.  by  31.5  cm.). 


Catalogue  (40  plates,  including  4  in  colour)  £ 1. 50  ($2. 60)  post  paid 
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Thursday,  May  5  at  2.30  p.m. 

Fine  Eastern  Rugs  and  Carpets 


Christie's  ^^fiM^  *n  Geneva 

At  the  Hotel  R  ichemond 
Tuesday,  April  26  at  6  p.m.  and  9  p.m. 

Important  Silver 


Selection  of  silver  to  be  sold  in  Geneva. 

Illustrated  catalogue  £3  ($10)  post  paid 
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Christie's  %fft  s^U  in  Geneva 

At  the  Hotel  Richemond 
Wednesday,  April  27  at  10  a.m.,  3  p.m.  and  9  p.m. 

Highly  Important  Russian  Works  of  Art  including  works 

by  Carl  Faberge 


The  1913  Nicholas  II  Equestrian  Egg.  by  Carl  Faberge,  silver-gilt,  gold  and  enamel,  4in.  (10cm)  high. 

Presented  by  the  Tzarina  to  the  Tzar. 


Illustrated  Catalogue  £3  ($10)  post  paid. 
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Christie's 


in  Geneva 


At  the  Hotel  Richemond 

Thursday,  April  28  at  10  a.m.,  3  p.m.  and  8  p.m.  and  Friday,  April  29 

at  10  a.m.  and  3  p.m. 

Magnificent  Jewels 


Superb  diamond  necklace,  by  Van  Cleef  and  Arpels 
and  a  superb  pear-shaped  diamond  of  25cts. 


Illustrated  Catalogue  £5  (  $14)  post  paid. 
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J.  J.  Audubon :  The  Birds  of  America,  4  vols,  double  elephant  folio, 
London,  1827  to  1838. 


In  addition  to  the  sale  featured  here,  Christie's  opening  season  in  New  York,  will  include 
sales  of  Impressionists,  Old  Master  Pictures,  Jewellery,  Silver,  Furniture,  Oriental  Porcelain 
and  pre-Colombian  Art.  Full  details  will  be  given  in  a  separate  Forthcoming  Sales  Brochure 

which  will  be  available  in  mid-April. 

Christie's  standard  charge  to  the  seller  will  be  a  commission  of  10  per  cent  in  addition  to  the 
1 0  per  cent  premium  paid  by  the  buyer  as  part  of  the  purchase  price. 


Christie,  Manson  &  Woods  International  Inc.,  will  be  moving  from  their  present  Madison  Avenue  address  on  Monday, 
April  18  to:  502s  Park  Avenue,  New  York,  N.Y.  10022,  Tel:  (212)  826  2888.  International  Telex:  New  York  620721 

8  King  Street  St.  James's  London  swi  y  6QT 

Telegrams:  Christian  London  SWI    Telephone:  (01)  839  9060    Telex:  916429 
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FROM  OUR  COLLECTION  OF 
IMPERIAL  RUSSIAN  WORKS  OF  ART 


A  Russian  watereolour  showing  a  group  of  men  cutting  ice 
from  a  river.  Signed  lower  left  corner.  In  an  original  gilded 
gesso  frame.  12  inches  by  10  inches.  Circa  1900. 

Catalogue  available  on  request 

iSull  an&  Ibar  Antique 

406  Linden  Avenue,  Wilmetle.  Illinois  60091 
Telephone  (312)  256-6626 

Open  Tuesday  through  Saturday,  10  A.M. -5  P.M. 


Antiques  and  Objets  d'Art 
59  South  Audley  Street,  London  Wl Y  5FA 
Telephone:  01-493  4350 


A  pair  of  19th-century  French  bronze  Candelabra 
We  have  in  stock  many  important  pieces. 

We  wish  to  purchase  items  similar  to  those  illustrated. 
Also  good  Russian  silver  and  enamel,  Viennese  enamel, 
Sevres  porcelain,  overlay  glass  etc. ;  as  well  as  all  1 8th-  and 
1 9th-century  decorative  items,  especially  Persian  antiques 
and  carpets. 

We  wish  to  make  contact  with  important  international 
dealers. 


COLERIDGE 


8o  HIGHGATE  HIGH  STREET 
HIGHGATE  VILLAGE 
LONDON  N.6. 
TEL:  01-340  0999 


A  Russian  Chair  in  the  Empire  Style. 

EARLY  WORCESTER     ANTIQUE  JEWELLERY 
PAPIER  MACHE  GEORGIAN  GLASS 


Fine  Oil  Paintings 

XVII-XIX  CENTURIES 

High  quality  items,  carefully  selected  from  provincial  galleries 
in  Europe  and  UK.  All  available  through  one  source  at  up  to 
40°„  below  London  gallery  prices. 

Free  search  service  for  specific  items,  without  obligation. 

Stock  list  and  colour  photos  by  post.  Viewing  by  appointment. 

Art  Assets.  Upper  Birtley,  Brook.  Nr.  Godalming,  Surrey,  UK. 
W'ormley  (042  879)  3303  at  any  time. 


If  you  don't  wear  it  -  spend  it 

We  pay  good  prices  for  unwanted  jewellery,  gold  and  silver. 

CARRINGTON 

130  Regent  Street,  London,  WlR  6HU.  Tel:  01-734  3727 
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A  DICTIONARY  OF 

MARKS 

The  Identification  Handbook 
for  Antique  Collectors 


(K1UMUS 
M  KTALWOHK 

i  ruxm  rws 

TAPKSTKY 

Kctil<>cl  l»v 
Mwgairt 
Manic  malil-Tiivlor 


in 


DICTIONARY  OF 

MARKS 

A  fully  up-dated  and  expanded  edition  of  a 
standard  work. 

For  the  collector  this  Dictionary  is  a  delight  to  own 
and  consult.  For  the  dealer  it  is  that  as  well 
but  since  its  first  publication  has  also  become  an 
indispensable  reference  book. 

Up-to-date  and  comprehensive  coverage  of  British 
and  American  metalwork,  British  and  European 
ceramics,  furniture  and  tapestry. 

The  Connoisseur  £3.95 
From  good  bookshops  or  in  case  of  difficulty  direct  from  the 
publishers:  The  Connoisseur  Books  Division,  Chestergate 
House,  Vauxhall  Bridge  Road,  London  SW1V 1HF. 


Detailed  Editorial  Indexes 

for  The  Connoisseur  are  published 
three  times  a  year  at  £4.50  each 


From 


The  Circulation  Dept. 
The  National  Magazine  Co.  Ltd. 
22  Armoury  Way,  London,  SW18  iHA 


The  Eleventh  Annual 


Bath 


Antiques  Fair 


THE  OCTAGON     Milsom  Street,  Bath 


WEDNESDAY - SATURDAY 


April  20th-23rd 

11  a.m.  to  8  p.m.  daily 

Furniture  pre- 1830 
Other  antiques  pre- 1870 
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Sotheby's  Spring  Islamic  Week 

Monday2nd  to  Friday  6th  May,  1977 


An  antique  silk  Fcrcghan  rug,  c.  1840, 
140  by  102  cm. 


Monday  2nd  May,  at  10.30am 
IMPORTANT  ORIENTAL 
MANUSCRIPTS 
and  MINIATURES 

from  the  Collection  of  the 
Hagop  Kevorkian  Fund 

Monday  2nd  May,  at  2.30pm 
ISLAMIC  ARMS  and  ARMOUR, 
CERAMICS.  METALWORK, 
TEXTILES,  GLASS  and 
QAJAR  ENAMELS 

Tuesday  3rd  May,  at  10.30am 
FINE  PERSIAN  MINIATURES, 
MANUSCRIPTS, 
and  QAJAR  LACQUER 
PAINTINGS 


Wednesday  4th  May,  at  1  iam 
INDIAN  MINIATURES 

Wednesday  4th  May,  at  nam  and  2.30pm 
FINE  EIGHTEENTH,  NINETEENTH  and 
TWENTIETH  CENTURY  EUROPEAN 
PAINTINGS  and  PAINTINGS,  PRINTS, 
PHOTOGRAPHS  and  DRAWINGS  OF 
MIDDLE  EASTERN  INTEREST 

Thursday  5th  May  and  following  day,  at  ipm 
at  1 1 5  Chancery  Lane  (Hodgson's  Rooms), 
London  WC2A  iPX 
BOOKS  ON  TRAVEL  and  ART 
REFERENCE  WORKS  OF  ISLAMIC 
INTEREST 

Friday  6th  May,  at  nam 
FINE  ORIENTAL  CARPETS  and  RUGS 
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Sotheby  Parke  Bernet  italia  s.r.l. 

Palazzo  Capponi,  Via  Gino  Capponi  26,  Florence  50121 
Monday  9th  May  to  Monday  16th  May,  1977 
the  contents  of 

PALAZZO  SERRISTORI, 
FLORENCE 

including  important  Old  Master  Paintings,  Nineteenth  century  Paintings,  Furniture, 
Ceramics,  Silver,  Works  of  Art,  Arms  and  Armour  and  Books 

On  view  from  Monday  2nd  to  Sunday  Sth  May,  10.00  to  13.00  hours  and  16.00  to  20.00  hours 


Bernardo  Daddi.  Saint  Catherine  of  Alexandria,  on  panel, 
70  by  33  cm. 


TO  BE  SOLD  AND  VIEWED  AT 

PALAZZO  SERRISTORI 

Via  Dei  Renai,  2,  Florence 


Further  information  from: 
Sotheby  Parke  Bernet  Italia  s.r.l.,  Via  Gino  Capponi  26,  50121  Florence,  Italy 
Telephone:  55-571410  or  576377  Telex:  Abimtio  59478 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York    Telex  :  New  York  232643 

Thursday  28th  April,  1977,  at  10.15am  and  2pm 


NINETEENTH  CENTURY  EUROPEAN  PAINTINGS 

On  view  from  Friday  22nd  April 


Pablo  Salinas,  La  Verntssage,  signed,  73  by  129.5  cm  William  Adolphe  Bouguereau,  A  Fragrant 

Blossom,  signed  and  dated  1895,  158.5  by  91.5  cm 


Illustrated  catalogue  $-  by  mail,  order  by  sale  no.  3980  and  enclose  cheque,  bank  draft  or  money  order  in  U.S.  dollars  only  to  Department  CON 

Catalpgut  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires,  Dublin,  I  linburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Palm  Beach, 
Paris,  Rio  de  Janeiro,  San  Francisco,  Stockholm,  Toronto,  Virginia  and  Zurich 
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Sotheby  Parke  Bernet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  10021     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York    Telex  :  New  York  232643 

Friday  6th  May,  1977,  at  2pm 


FINE  FRENCH  FURNITURE,  AUBUSSON  RUGS 
and  OTHER  DECORATIVE  ARTS 

On  view  from  Saturday  30th  April 


A  Louis  XV  ormolu-mounted  parquetry  commode,  mid-iNth  century,  signed 
L.  Boudin,  89  cm.  high,  145  cm.  wide 


A  Louis  XVI  ormolu  and  marble  obelisk  clock,  last  quarter 
of  the  1 8th  century,  inscribed  Lepine  H".  du  Roy,  72cm  high 


Illustrated  catalogue  $6  by  mail,  order  by  sale  no.  30,84  and  enclose  cheque,  bank  draft  or  money  order  denominated  in  U.S.  dollars  only  to  Department  CON 

Catalogue  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires,  Dublin,  Edinburgh,  Florence,  Houston,  Johannesburg,  Madrid,  Melbourne,  Milan,  Monte  Carlo,  Munich,  Palm  Beach, 
Paris,  Rio  de  Janeiro,  San  Francisco,  Stockholm,  Toronto,  Virginia  and  Zurich 
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NEW  YORK 


New  Y> 


Telex :  Ne»"  York  232643 


980  Madison  Avenue 


announce  a  series  ot  major 


sales 


Wednesday  nth  May,  1977,  at  8pm 

IMPORTANT 
IMPRESSIONIST  and 
MODERN  PAINTINGS  and 
SCULPTURE 

Illustrated  catalogue  Si-',  sale  no.  39*6 

Thursday  12th  May.  1977.  at  2pm 

IMPORTANT 
NINETEENTH  and 
TWENTIETH  CENTURY 
DRAWINGS  and 
WATERCOLOURS 

Illustrated  catalogue  %6,  sale  no.  39*7 

Thursday  12th  May.  1977.  at  8pm 

IMPORTANT  POST-WAR 
and  CONTEMPORARY 
PAINTINGS  and 
SCULPTURE 

Illustrated  catalogue  %to,  sale  no.  39** 

Friday  nth  May.  1977,  at  2pm 

MODERN  PAINTINGS. 
DRAWINGS  and 
SCULPTURE 

Illustrated  catalogue  $j,  sale  no.  39*9 

Thursday  26th  May.  1977-  at  2Pm 

MODERN  MEXICAN 
PAINTINGS,  DRAWINGS. 
SCULPTURE  and  PRINTS 

Illustrated  catalogue  $6.  sale  no.  3997 


Sales  3986  to  3989  on  view  from  Fnday  6ih  May. 
Sale  3997  on  view  from  Saturday  21st  May. 
Please  order  catalogue  by  sale  number  and 
enclose  cheque  in  U.S.  dollars  only  to 
Department  CON 
Requests  for  tickets  for  specified  evemng  sales  should  be  addressed  to 
^  the  Special  Projects  Department.   


Maurice  Esteve.  Pjdirj.. 


isned  and  dated  V  ' 


Sale  no-  39*8 


luan  Gns.  .Vjrurf  Mcrte  a 


la  Guttare.  signed.  •: 
Sale  no.  39*7 


1923.  india  ink.  21.5  by  28  cm. 
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Sotheby  Parke  Bemet  newyork 

980  Madison  Avenue,  New  York,  N.Y.  1002 1     Telephone  :  (212)  472  3400    Telegrams  :  Parkgal,  New  York    Telex  :  New  York  232643 

Wednesday  nth  May,  1977,  at  8pm 


Alfred  Sisley,  Le  Marronniet  a  Saint-Mammes,  signed  and  dated  '80.  oil  on  canvas,  50  by  65.7  cm.  Sale  no.  3986 


Catalogues  available  from  Sotheby  Parke  Bernet  Inc.,  7660  Beverly  Boulevard,  Los  Angeles,  California  90036, 
Sotheby  Parke  Bernet  &  Co.,  34-35  New  Bond  Street,  London  WiA  2AA  and  from  representatives  in  Amsterdam,  Boston,  Brussels, 
Buenos  Aires,  Dublin,  Edinburgh.  Florence,  Houston,  Johannesburg,  Madrid.  Melbourne,  Milan,  Monte  Carlo.  Munich,  Palm  Beach. 
Paris,  Rio  de  Janeiro,  San  Francisco,  Stockholm,  Toronto,  Virginia  and  Zurich 


The  300 Best  Hotels  in  the  world 
How  many  do  you  know? 

Even  if  it's  only  half  a  dozen,  this  book  is  marvellous  reading  .  an: 

but  HARPERS  &  QUEEN  and  Thomas  Cook  would  have  had  tlstv 

gall?)  to  commission  it  and  publish  it?  And  why? 

Because  Rene  Lecler,  HARPERS  &  QUEEN's  Travel  Editor,  If  ke 

them  (and  hundreds  more)  and  written  and  reproduced  this  fascitis: 

very  unusual  book  about  what  he  quite  simply  calls  the  300  best  hefci 

world. 

The  guide  does  not  classify  or  grade  hotels.  As  the  author  explai : ' 1 
say  is,  if  you  are  in  Tokyo  or  Salamanca  or  Acapulco,  this  hotel  the 
we  know.'  He  defines  the  great  hotel  as  having  a  certain  plus  quay.  1 
of  sixth  sense  aiming  at  perfection,  something  which  appears  efftles 
of  course  is  not. 

Here  are  300  hotels,  in  58  countries,  personally  selected  with  ful eta 
the  facilities  and  with  concise  descriptions  of  their  special  qua  I 
what  makes  them  the  best  and  different  from  the  rest. 
This  is  a  new  kind  of  book  for  the  discerning  traveller  (and  the  arm 
as  well).  It  is  an  elegant  paperback.  It  comes  to  you  post  ee 
HARPERS  &  QUEEN  for  £2  50  if  you  fill  in  the  coupon.  !yw 
overseas,  the  price  is  £3.  U.S.A.  $7  20 

••••••••••••«•••••••••••••••••••••••••••<* 

f 

To:  Harpers  <&  Queen  Hotels  Book  Offer, 
Chestergate  House, 
Vauxhall  Bridge  Road, 
London  SVV1. 

Please  send  me  copy(ies)  of  the  300  Best  Hotels  in  the  Worlds* 

cheque  postal  order  for  £  made  payable  to  HAREF.' 

QUEEN 

Name  .H 

Address  iU 


CReek 

For  every  room  in  your  home 


If  there  is  no  Nettle  Creek  Shop  near  you  write  for  information  on  a 
fascinating  business  opportunity.  Nettle  Creek  Indust.  ,  Richmond,  Ind.  47374 


U.K.  price:  £2  50  Overseas:  £3  inclusive  of  postage.  U.S.A.  airmail  $7  • 

REGISTRATION  No:  112955. 


COLNAGHI 


Detail  of  a  page  from  a  Manuscript  of  Sa'di's  Gulistan  written  by  Sultan  'All  al-Mashhadi  at  Herat  in  1468  with  borders  decorated  at 

Tabriz  in  the  early  16th  century. 


Persian,  Indian  and  Islamic  Art 

Oriental  Miniatures,  Manuscripts,  Calligraphy, 
Metalwork,  Textiles  and  other  Works  of  Art 


14  Old  Bond  Street, 
London,  Wl 


lelephone:  01-491  7408 
Cables:  Colnaghi,  London 


Monday — Friday  10 — 6 
Saturdays  10 — 1 


PGRSflN  2nd  ISLAMIC  HRT  ©ffilBITIOIN  Hpril  21st~May  61 


Two  seated  court  ladies  in  easy  undress,  one  holding  a  fruit  and  a  glass  of  wine  and  the  other  playing  the  tar.  Persian, 
circa  1810-1815.  Acquired  by  Sir  Gore  Ouseley  during  his  period  as  ambassador  to  the  court  of  Fat Ii  AH  Shah  ( 1811-1814) 
and  presented  by  him  to  the  Royal  Asiatic  Society  in  1828. 
Width :  70  inches.  Height :  47  inches. 


Spink  &  Son  Ltd 


toHRH  tluihtkeo/  fjiihufgk 
IMHbft 


King  Street,  St  James's,  London  SWi.  Telephone  01-930  7888  (24  hours).  Telex  91 671 1. 
Schifflanc   1 2,  Hechtplatz,  8001  Zurich.  Telephone  Zurich  32  54  22.  Cables  Spink  Zurich  Ltd. 
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:  'Homer  of  Painting' 


Delacroix'  comparison  of  Rubens  with  Homer  was  an 
.  apposite  one,  for  both  the  Greek  poet  and  the  Flemish  painter 
were  supreme  in  their  own  field  and  their  fame  and  influence 
were  immense.  But  Sir  Peter  Paul  Rubens  was  more  than  a 
brilliant  and  prolific  painter.  Artist,  antiquarian,  collector, 
connoisseur  and  diplomat,  there  was  almost  nothing  that  he  did 
not  attempt  with  some  measure  of  success;  indeed  his  claim 
quite  early  in  his  career  that  'my  talent  is  such  that  no 
undertaking,  however  vast  in  size  or  varied  in  subject,  has  ever 
surpassed  my  courage',  was  no  vain  boast. 

For  most  of  his  life  Rubens'  home  was  Antwerp,  but  his 
ambassadorial  duties  tor  the  Archduchess  Isabella,  Governess 
of  the  Netherlands,  frequently  took  him  to  the  great  courts  of 
Europe.  In  1629  he  went  as  her  representative  to  London, 
playing  a  delicate  game  ot  diplomacy  amidst  the  tactions  of  the 
Stuart  court.  His  concern  for  peace  is  expressed  in  Minerva 
protecting  Pax  from  Mars  (page  262)  which  he  painted  for 
Charles  1.  His  patrons  included  most  of  the  crowned  heads  of 
Europe  but  he  was  always  glad  to  return  to  Antwerp  and  to  the 
house  on  the  estate  near  the  Wapper  which  he  bought  in  1610, 
two  years  after  his  return  from  Italy.  Although  it  fell  into 


disrepair  during  the  later  eighteenth  and  nineteenth  centuries, 
during  which  several  changes  were  made,  the  Rubenshuis  has 
now  been  restored,  on  the  basis  ot  two  engravings  by 
Harrewijn,  using  old  materials  and  following  methods  used  in 
the  seventeenth  century.  In  it  several  of  his  artistic  activities  are 
represented.  Its  architecture  shows  that  blend  of  the  traditional 
Flemish  and  the  new  style  then  emerging  in  Italy  which 
characterises  Rubens'  art  at  this  stage  ot  his  career.  Rubens  was 
eager  to  introduce  the  ideas  he  had  learnt  in  Italy  to  his  native 
city  and  the  whole  conception  of  the  new  church  built  in  the 
1  620s  by  the  Jesuits  may  have  been  inspired  by  him.  Drawings 
exist  by  him  for  sculptures  executed  for  the  facade  of  the 
church  by  Hans  van  Mildert  who  also  worked  on  the  portico  in 
his  house.  Later,  in  1633/4,  Rubens  designed  the  triumphal 
arches  tor  the  Pompa  Introitus  ot  the  new  Governor  ot  the 
Netherlands,  the  Cardinal-Infante  Ferdinand,  drawings  tor 
which  are  in  the  Rubenshuis. 

Two  other  sculptors  who  were  befriended  and  influenced  by 
Rubens  were  Lucas  Fayd'herbe  and  Jorg  Petel  who  made 
"some  beautiful  antique  heads  in  marble,  a  lot  ot  modern  statues 
and  ivory  statuettes  and  objects  made  after  the  invention  ot 


mylord  Rubens',  mentioned  in  the  inventory  of  Rubens' 
estate  drawn  up  after  his  death  in  1 640.  [fPetel's  ivory  Adam  and 
Eve  in  the  Rubenshuis  is  compared  to  the  salt  representing  the 
Birth  of  Venus  (page  253),  the  difference  between  the  elegant 
German  Mannerism  of  the  former  and  the  Baroque  volup- 
tuousness of  the  latter  is  easily  seen.  This  change  must  have  been 
due  to  Rubens  w  ho  ow  ned  the  salt  and  tor  w  hom  it  may  have 
been  executed. 

Other  friends  among  the  artistic  community  of  Antwerp 
brought  Rubens  into  contact  w  ith  other  forms  of  art.  Balthasar 
Moretus,  head  of  the  famous  Plantin  press  from  1610  to  164  1 . 
w  as  an  old  schoolfellow  and  Rubens  designed  illustrations  and 
frontispieces  of  mam  works  printed  111  his  Officina  Plantiniana. 
Moreover  the  increase  in  realism  and  expression  through 
chiaroscuro  of  contemporary  prints  was  largely  the  result  of 
Rubens'  influence.  Several  examples  are  111  the  pupils'  studio  of 
the  Rubenshuis.  Outside  the  pupils'  studio  hangs  a  Brussels 
tapestry.  The  Death  of  Achilles,  woven  after  a  cartoon  by 
Rubens.  It  is  one  of  a  series  of  eight  episodes  from  the  life  of 
Achilles,  woven  for  Daniel  Fourment,  Rubens'  second  father- 
in-law,  who  was  a  silk  and  tapestry  merchant  in  Antwerp  and 
who  probably  commissioned  the  cartoons  and  other  prepara- 
tory sketches  from  his  son-in-law  (1630- 163  5).  This  tapestry 
series  was  one  of  several  tor  which  Rubens  drew  cartoons. 

Another  of  Rubens'  friends  was  the  silversmith  Theodoor 
Rogiers  or  Rasiers  who  was  a  member  of  a  family  of 
metalw  orkers  celebrated  in  Antwerp  at  the  time.  As  the  article 
Dn  silver  in  this  issue  reveals,  a  ewer  and  basin  executed  by 
Rogiers  was  designed  by  Rubens,  and  another  was  listed  in  the 
1640  inventory.  Again,  the  flowing  Baroque  conception  of 
:hese  pieces  contrasts  with  the  more  formal  classicism  of 
:ontemporary  church  silver.  Theodoor's  father,  Rombout 
Kasiers,  was  one  of  the  names  on  a  document  of  1623  listing 
irtists  who  carried  out  court  duties  and  were  therefore  exempt 
rom  the  civic  guard.  The  names  of  Rubens,  Jan  Brueghel  and 
oannes  Ruckers,  a  member  of  the  family  of  harpsichord 
nakcrs  and  decorators,  appear  in  the  same  document.  It  is 
ikely  that  Ruckers  also  knew  Rubens,  particularly  if  the  latter 
tainted  the  'Cupid  and  Psiche'  on  the  harpsichord  mentioned 
w  Gerbier  (page  266) ;  they  were  near  neighbours  and  it  is 
inhkcly  that  two  eminent  artists  working  in  the  same  town 
ihould  not  meet.  Unfortunately  this  particular  harpsichord  has 
lever  been  discovered,  but  there  are  two  Antwerp  cabinets 
•vith  small  panels  showing  mythological  scenes  painted  after 
arger  paintings  by  Rubens,  one  of  which  is  in  the  Rubenshuis. 

Amongst  this  prodigious  creativity,  Rubens  also  found  time 
or  study,  and  he  became  a  widely  respected  authority  on  the 
Classics.  He  had  a  large  and  renowned  collection  of  antique 
tatues  and  associated  with  several  eminent  humanists  of  the 
ime,  such  asjustus  Lipsius,  who  taught  his  elder  brother  Philip, 
Micolas  Peiresc  and  Caspar  Gevaerts  (Gevartius).  Indications  of 
his  interest  can  be  seen  on  the  portico  of  his  house  where  two 
quotations  from  the  'Satires'  ofjuvenal  are  carved,  and  on  the 
ourtyard  facade  of  the  studio  are  statues  of  mythological  gods 
ind  goddesses  and  four  Greek  philosophers.  His  collection  also 
ncluded  several  paintings  by  Italian  masters  -  there  were  ten 
Titians  -  and  his  Flemish  contemporaries,  such  as  Jan  Brueghel 
md  Lucas  van  Uden,  by  whom  there  are  examples  in  the 
Rubenshuis. 


It  is  small  wonder  that  the  city  of  Antwerp  are  preparing  a 
vast  programme  of  exhibitions  and  events  to  celebrate  the  birth 
on  28  June  [577  of  this  polymath.  The  most  important  will  be 
the  Royal  Museum's  exhibition  of  paintings  and  drawings 
gathered  from  museums  and  private  collections  all  over  the 
world,  which  aims  to  show  the  evolution  and  the  astonishing 
variety  of  Rubens'  art.  Works  of  art  from  Antwerp  churches 
will  be  exhibited  in  the  Sint  Jacobskerk ;  seventeenth-centui  v 
fashion  will  be  seen  at  the  Sterckshof  museum ;  and  the  music  of 
Rubens'  time  will  be  the  subject  of  an  exhibition  in  the 
Rubenshuis,  backed  up  by  a  programme  of  musical  perform- 
ances. Outside  the  Royal  Museum  will  be  a  reconstruction  of 
the  Triumphal  Car  of  Calloo,  which  was  designed  by  Rubens 
after  the  Cardinal-Infante's  victory  at  Calloo  in  1638.  A 
nineteenth-century  reconstruction  possibly  using  fragments 
from  the  original  has  formed  the  basis  for  the  present 
reconstruction  which  follows  closely  the  sketch  by  Rubens 
(front  cover).  This  shows  the  chariot  adorned  with  figures 
representing  the  city  of  Antwerp,  Victory,  Triumph,  Virtue 
and  Fortune  and  two  bound  captives. 

'Rubensyaar  1977'  promises  to  commemorate  in  fine  style 
this  many-sided  genius.  Again,  his  fellow  artist,  Delacroix,  can 
perhaps  best  describe  him :  'His  principal  quality,  if  one  may  be 
preferred  among  so  many,  is  a  prodigious  spirit  that  is  to  say,  a 
prodigious  life;  without  it,  no  artist  is  really  great .  . .  Titian  and 
Paul  Veronese  are  tame  beside  him'.         Briony  Llewei  i  s.  n 

Adam  and  Eve,  ivory  carving  byjorg  Petel,  1627. 
Rubenshuis,  Antwerp. 


Antwerp  in  the  time  of  Rubens 


J.  Van  Roey 


When  Peter  Paul  Rubens  came  to  Antwerp  in  1589  the  city  on  the  Scheldt  was  no 
longer  the  great  commercial  metropolis  it  had  been,earlier  in  the  sixteenth  century. 
War  and  persecution  had  taken  its  toll,  causing  many  to  emigrate  and  others  to 
suffer  great  hardship.  However,  the  city  was  not  completely  eclipsed  and  there 
was  more  commercial  activity  in  Antwerp  during  the  late  sixteenth  and  early 
seventeenth  century  than  is  generally  realised.  A  great  flowering  of  the  Arts 
took  place  and  through  the  genius  of  Rubens  the  city  became  the  Baroque  centre 
of  northern  Europe. 


Colour. 

Peter  Paul  Rubens. 
Self-Portrait,  c.1638. 
Kunsthistorisches 
Museum,  Vienna. 


If  Antwerp  is  viewed  for  the  whole  span  of 
Rubens'  life  (1 577-1640),  it  is  still  possible  to  give 
an  idea  of  the  city's  significance  before  1585  as  well 
as  what  it  became  after  this  fateful  year  and  after  the 
'reconciliation'  with  its  legitimate  ruler,  Philip  11  of 
Spain.  A  series  of  circumstances  and  events  can  be 
mentioned  to  explain  why  Rubens  was  born  not  in 
Antwerp,  the  native  city  of  his  parents,  but  in  the 
German  town  of  Siegen  as  the  child  of  refugees. 

The  last  act  of  the  tragedy  in  which  Antwerp 
played  the  leading  part  began  in  1 577 ;  although  the 
preamble  began  in  the  1560s.  After  a  very  rapid 
economic  expansion  in  the  fifteenth  century  and  the 
first  half  of  the  sixteenth  -  a  trade  boom  that  went 
hand  in  hand  with  burgeoning  arts  and  sciences  - 
symptoms  of  decline  appeared  from  1550  onwards. 
National  bankruptcy  in  France,  Spain  and  Portugal 
affected  economic  stability.  Coupled  with  this  were 
the  religious  upheavals  arising  from  Protestantism; 
they  affected  the  whole  of  Europe,  but  the  reper- 
cussions were  deeply  felt  in  the  continent's  com- 
mercial capital.  Antwerp  harboured  foreigners, 
especially  merchants  from  many  countries,  who 
brought  with  them  not  only  their  wares  but 
very  often  their  new  heretical  convictions  as  well. 
The  result  was  that  thanks  to  the  municipality's 
tolerance  (sheer  mercantile  pragmatism)  Antwerp 
became  the  centre  of  Protestantism  in  the  Low 
Countries. 

Lutheranism  had  had  its  first  martyrs  here, 
Calvinism  spread  very  quickly,  and  also  the 
Anabaptists,  whose  adherents  came  mostly  from 
the  poorer  classes,  were  comparatively  strong  for 
some  time.  Certainly,  it  was  the  latter  who  bore  the 
brunt  of  the  heavy  arm  of  the  law,  when  the  city 
fathers  felt  it  necessary  to  show  the  palace  at  Brussels 
what  concrete  action  was  being  taken  against 
followers  of  the  'new  religion'.  Many  Lutherans 


and  Calvinists  had  a  higher  social  status,  as  did  the 
Jewish  Maronites  fleeing  from  Spain  and  Portugal. 
So  they  were  left  alone  as  much  as  possible,  for  it 
was  less  trouble  to  tackle  the  Anabaptists  -  usually 
impoverished  and  sometimes  proclaiming  dan- 
gerous revolutionary  theories. 

After  the  abdication  of  the  Emperor  Charles  v  in 
1555  and  the  accession  of  Philip  11,  the  tension 
became  increasingly  worse.  This  was  partly  because 
of  the  pig-headed  inflexibility  of  the  latter,  who  was 
determined  to  enforce  his  way  of  thinking  both  in 
the  political  and  religious  spheres  at  whatever  cost. 
For  his  subjects  in  the  Netherlands,  as  elsewhere, 
there  would  be  one  church,  the  Roman  Catholic, 
and  one  authority,  his  own.  Thus,  he  provoked  the 
combined  opposition  of  the  traditional  officials,  the 
nobility  and  the  local  civic  authorities  -  who  in  the 
Netherlands  also  had  some  say  in  running  the  state. 
Even  a  section  of  the  Catholic  clergy  offered 
resistance,  when  Philip  was  minded  to  overhaul 
radically  the  ecclesiastical  establishment  in  the 
Netherlands  -  with  an  eye  to  the  efficient  struggle 
against  Protestantism. 

When  the  storm  broke  in  1566  with  an  outburst 
of  iconoclasm  and  the  aristocracy  presented  their 
Petition  of  the  Nobles,  Philip  sent  the  Duke  of  Alva 
with  Spanish  troops  to  the  Netherlands  to  restore 
order.  The  consequences  of  Alva's  repression  are 
well  known.  A  few  leading  members  of  the  higher 
aristocracy,  Counts  Egmont  and  Hoorne,  as  well  as 
a  former  Mayor  of  Antwerp,  Anthonis  van  Strale, 
were  among  the  many  people  executed.  William 
the  Silent,  who  was  not  only  Count  of  Nassau  but 
also  Prince  of  Orange,  had  to  go  into  exile. 
Hundreds  of  people  departed  in  his  wake  and 
among  those  leaving  Antwerp  were  Jan  Rubens,  a 
lawyer  and  former  alderman  of  the  city,  with  his 
wife,  Maria  Pypelincx.  However,  the  ruthless  Alva 
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did  not  succeed  in  realising  his  master's  designs.  In 
1573  he  left  the  Netherlands  after  his  failure  had 
become  apparent  the  previous  year  when  the 
followers  of  Orange  managed  to  get  a  foothold  in 
Holland  and  Zeeland.  The  advent  of  the  Sea 
Beggars  and,  in  particular,  their  occupation  of 
Flushing,  meant  that  navigation  on  the  Scheldt, 
both  to  and  from  Antwerp,  would  be  seriously 
impeded  for  the  first  time. 

The  fighting  in  the  Northern  Netherlands,  being 
waged  without  any  conclusive  success,  drained  the 
finances  of  Philip  11  and  the  reaction  was  a  mutiny 
among  the  tercios,  those  Spanish  regiments  that 
were  otherwise  so  disciplined.  For  the  first  time, 
Antwerp,  the  economic  capital  of  the  Netherlands, 
was  fiscally  embarrassed  in  1 574  because  of  a  forced 
loan  to  the  badly  paid  Spanish  forces.  Despite  this, 
on  4  November  1576,  the  city  was  captured  and 
plundered  by  the  Spaniards  now  in  full  rebellion 
under  self-elected  ringleaders.  This  was  the  no- 
torious Spanish  Fury,  of  which  horrific  tales  went 
all  round  Europe. 

By  this  time  the  Netherlands,  hitherto  coerced 
into  being  more  or  less  loyal  to  the  government, 
had  really  had  enough.  Brabant  and  Flanders,  along 
with  other  provinces,  threw  in  their  lot  with  the 
victorious  banner  of  Orange  in  Holland  and 
Zeeland.  Apart  from  being  the  economic  capital, 
Antwerp  now  became  de  facto  political  centre  of  the 
Netherlands  in  revolt.  The  consequence  was  that 
the  threat  to  Antwerp's  maritime  access  dis- 
appeared and  the  Scheldt  once  again  became  navig- 
able. The  significance  of  this  may  be  understood 
from  what  was  found  in  the  margin  of  contempor- 
ary statistics  on  the  output  of  beer  in  those  years ;  it  is 
a  note  added  as  explanation:  'river  open'. 

Everything  appeared  to  be  going  well  again. 
However,  when  Philip  11  appointed  in  1578  his 
nephew,  Alexander  Farnese,  Duke  of  Parma,  as 
Governor-General  of  the  Netherlands,  he  put  the 
right  man  in  the  right  place  for  his  ends.  As  an  astute 
politician,  he  knew  that  first  of  .ill  the  Walloon 
provinces  had  to  be  won  back  to  Spain's  side,  while 
as  a  brilliant  commander,  Farnese  overran  a  large 
part  of  the  lost  territory  in  the  Southern 
Netherlands  for  his  sovereign.  The  culmination  of 
this  conquest  was  Antwerp,  which  capitulated  on 
17  August  1585  after  a  siege  lasting  a  whole  year. 
This  subjugation  of  the  city  on  the  Scheldt  had 
colossal  consequences.  Antwerp  finally  lost  its 
position  in  the  front  rank  of  the  European  economic 
league.  The  Scheldt  was  now  closed  for  good  by  the 
people  of  Holland  and  Zeeland  -  a  fact  confirmed  in 
the  Peace  of  Westphalia  in  1648  and  henceforth 
almost  as  immutable  as  gold  among  the  axioms  of 
European  politics  until  the  end  of  the  eighteenth 
century.  Then  in  1792  the  French  revolutionaries 
swept  aside  all  traditional  conceptions  of  the  map 


and  declared  the  Scheldt  to  be  a  free  waterway. 

More  than  anything  else,  the  population  figures 
demonstrate  what  a  heavy  blow  it  was  -  not  just 
economically  but  also  in  the  religious  context.  Out 
of  more  than  eighty  thousand  inhabitants  counted 
by  the  mayor,  Fihps  van  Marnix  van  Sainte- 
Aldegonde,  in  1585  before  the  surrender,  there 
remained  but  forty-two  thousand  four  years  later. 
The  remainder,  that  is  about  half,  left  between  the 
capitulation  and  the  end  of  the  four  years  of  grace, 
during  which  Farnese  granted  to  the  Protestants  the 
choice  of  either  returning  to  the  Roman  Catholic 
fold  and  being  allowed  to  stay  or  else  selling  their 
property  and  emigrating. 

Antwerpers  departed  either  on  account  of  their 
religious  convictions  (a  great  many,  for  we  know 
that  in  1585  about  half  of  the  citizens  were 
Protestants)  or  else  from  more  material  motives, 
namely  the  decline  of  commerce  and  industry.  And 
that  very  fact  reveals  that  there  were  several 
Catholics  among  those  leaving,  while  on  the  other 
hand  hundreds  of  Lutherans  and  Calvinists  made 
their  peace  with  the  Church  of  Rome. 

It  was  to  this  half-populated  city  that  Maria 
Pypelincx  and  her  children  returned  from  Cologne 
in  1589  together  with  an  entire  colony  of  Catholic 
Antwerpers,  who  had  fled  to  that  German  city 
between  1577  and  1585  because  of  the  Protestant 
domination.  For  although  there  was  massive  emigra- 
tion from  the  Southern  Netherlands  in  general  and 
from  Antwerp  in  particular,  the  far  lesser  move- 
ment into  the  same  territory  and  town  should  not 
be  forgotten.  One  of  the  most  celebrated  of  these 
immigrants  was  Otto  van  Veen,  son  of  the  Mayor 
of  Leyden,  an  artist  and  the  teacher  of  Rubens. 

These  migratory  waves  -  one  outward  and  the 
much  smaller  one  inward  -  mark  the  change  of 
character  which  Antwerp  underwent  at  the  end  of 
the  sixteenth  century.  From  being  a  militant  centre 
of  Protestantism,  which  the  city  on  the  Scheldt 
undoubtedly  was  around  mid-century  (it  can  be 
stated  that  no  other  Netherlands  city,  north  or 
south,  had  such  a  concentration  of  Protestants  in 
1585)  Antwerp  became  a  cradle  of  the  Catholic 
reaction. 

One  of  the  most  striking  figures  of  this  Counter- 
Reformation  was  Peter  Paul,  the  son  ofjan  Rubens, 
who  had  taken  refuge  in  Germany  on  account  of  his 
Protestant  sympathies.  Another  was  one  of  the 
greatest  sculptors  of  the  first  half  of  the  seventeenth 
century  in  Antwerp.  This  was  a  close  friend  of  Peter 
Paul  Rubens,  Hans  van  Mildert,  who  was  born 
in  Konigsberg,  East  Prussia  (now  Kaliningrad, 
Russia) ;  his  father  was  the  Antwerp  painter, 
Anthonis  van  Mildert,  who  may  also  be  presumed 
to  have  left  his  native  city  on  religious  grounds. 

As  the  cradle  of  the  Counter-Reformation,  that 
product  of  the  Roman  faith  as  the  one  permitted 
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2.  Erasmus  de  Bie. 

View  of  the  Meir.from  east  to  west,  c.  1650. 
Oudheidkundige  Musea,  Antwerp. 

religion,  Antwerp  saw  the  rebuilding  and  re- 
furnishing of  churches  and  abbeys  in  accordance 
with  the  needs  of  Catholicism  as  well  as  the 
foundation  of  new  religious  communities  with 
their  places  of  worship,  so  that  there  must  have 
been  work  in  abundance  for  painters,  sculptors  and 
other  artists.  Yet  that  does  not  provide  a  complete 
explanation  for  the  flowering  of,  among  other 
things,  the  Antwerp  school  of  painters  in  the  first 
half  of  the  seventeenth  century.  Here  alone  is  not  to 
be  found  the  reason  for  the  name  and  fame  earned 
by  such  as  Peter  Paul  Rubens,  Anthony  Van  Dyck, 
Jacob  Jordaens  (who  vividly  illustrates  that  not  all 
traces  of  Protestantism  were  gone  from  Antwerp) 
and  many  minor  artists  of  their  day  and  after.  This 
is  because  there  were  also  many  clients  outside  the 
Church's  domain.  These  laymen  provided  secular 
commissions  for  artists,  who  had  work  enough  to 
decorate  the  interiors  of  their  residences  as  well  as 
fulfilling  the  requirements  of  ecclesiastical  work. 
Pronounced  evidence  of  this  is  to  be  found  in  the 
detailed  lists,  which  have  been  preserved  and 
published,  of  art  collections  in  Antwerp  during  the 
seventeenth  century. 

It  is  evident,  then,  that  by  the  early  seventeenth 
century,  Antwerp  had  more  or  less  overcome  the 
dreadful  disasters  of  1 585-1 589.  The  city  may  no 
longer  have  been  in  the  same  position  as  it  was 
before  1585,  and  it  was  no  longer  a  seaport,  yet  it 
was  still  an  important  centre  of  the  European 
economy.  A  great  deal  of  business  was  still  done  in 
Antwerp  during  the  seventeenth  century.  Major 
commercial  houses  remained,  doing  an  immense 
amount  of  international  trade  from  the  banks  of  the 
Scheldt.  It  was  proved  a  few  years  ago  that  at  the 
beginning  of  the  seventeenth  century  several 
Antwerp  merchants  participated  in  the  colonial 


trade  of  the  Dutch.  That  should  cause  no  surprise, 
for  numerous  shareholders  of  the  incorporated  East 
Indies  Company  wereemigrants  from  the  Southern 
Netherlands  and  they  were  anxious  that  their 
relatives  who  remained  should  share  the  profits 
from  the  enormous  surpluses  of  this  new  colonial 
enterprise.  This  was  not  just  a  matter  of  self-centred 
family  loyalty;  it  was  chiefly  because  the  people 
who  remained  behind  had  useful  connections  in 
Spain,  Portugal,  Italy  and  the  colonies  of  the  Iberian 
kingdoms.  In  this  way  they  could  provide  a  service 
for  the  exiles.  Moreover,  it  appears  from  recent 
research  that  quite  a  few  firms  in  Antwerp  managed 
to  exploit  legally  the  Iberian  peninsula's  trade  with 
the  new  territories  in  Asia  and  America.  At  this 
point,  the  population  statistics  for  Antwerp  give  a 
clear  picture.  From  the  nadir  of  1589,  when  we  can 
count  forty-two  thousand  inhabitants,  there  is 
already  an  increase  in  1 591  to  forty-six  thousand. 
By  1612  the  total  had  been  pushed  up  to  fifty-four 
thousand  and  from  this  figure  the  population 
reached  sixty-seven  thousand,  one  hundred  and 
thirty-two  by  the  close  of  the  seventeenth  century. 
However,  at  that  stage,  we  can  no  longer  speak  of 
the  Rubens  era  in  Antwerp. 

Yet  the  increasing  prosperity  stemmed  not  only 
from  the  international  trade  in  raw  materials.  It  has 
also  emerged  recently  that  certain  branches  of 
industry  in  land-locked  Antwerp  did  not  do  so 
badly.  In  the  first  place  there  was  the  manufacture  of 
silk,  a  branch  of  the  textile  industry  which  greatly 
increased  in  the  sixteenth  century  but  which  was 
seeing  a  long  and  late  flowering  during  the  seven- 
teenth. Lace-making  especially  came  into  its  own 
during  the  seventeenth  century  (and  in  the  eight- 
eenth too).  This  is  well  illustrated  by  the  fact  that  a 
daughter  of  the  great  Plantin  was  a  well-known 
tradeswoman  in  lace.  Next  to  lace-making,  men- 
tion must  be  made  of  the  diamond  industry,  which 
we  see  developing  in  Antwerp  as  early  as  the  final 
years  of  the  fifteenth  century  and  growing  in 
importance  throughout  the  sixteenth.  We  know 
that  right  up  to  the  present  day  this  is  one  of  the 
sectors  making  Antwerp  a  centre  of  international 
importance.  There  was,  then,  a  boom  in  all  three 
industries  -  so  much  so  that  the  following  old 
rhyme  puts  their  significance  in  a  nutshell: 

Antwerp  holds  its  place 
Through  silk,  gems  and  lace. 

During  the  sixteenth  century,  Antwerp  was  also 
the  centre  in  the  Netherlands  for  the  printing  and 
selling  of  books.  This  continued  in  the  following 
century,  and  the  importance  of  Rubens  as  an 
illustrator  of  books  is  well  known.  Many  books 
were  published  there  for  export  during  the  seven- 
teenth century;  they  went  mainly  to  Spain  and  her 
colonies  in  South  America.  The  Moretus  family 
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and  their  great  rivals,  Verdus,  grew  rich  from  this 
publishing  industry,  particularly  with  religious  and 
liturgical  works.  It  should  be  noted  that  a  somewhat 
parallel  trend  was  provided  by  artists'  studios  (one 
might  almost  say  picture-workshops),  where  the 
principal  productions  were  scenes  with  religious 
themes.  Primarily,  these  were  for  export  to  the 
Iberian  peninsula  and,  from  there,  to  the  colonies.  It 
would  seem  that  people  in  Antwerp  certainly  knew 
how  to  exploit  commercially  the  artistic  reputation 
of  the  city's  circle  of  painters.  There  are  many 
documents  about  the  art  trade  in  general  and  picture 
dealing  in  particular,  which  have  been  preserved  in 
Antwerp's  archives,  and  already  published  in  part. 

All  the  above  phenomena  contribute  dramatic 
evidence  of  the  fact  that  the  Antwerp  of  Rubens' 
day  continued  to  have  an  active  economic  life 
besides  its  artistic  one.  Admittedly,  there  is  no 
comparison  with  the  dynamism  of  the  preceding 
'Golden  Century'.  The  cosmopolitan  appearance  of 
the  city  was  affected  to  a  large  extent.  The  Germans 
had  vanished  from  Antwerp  for  the  most  part,  not 
only  the  representatives  of  the  decayed  Hanseatic 
League  but  also  those  of  the  South  German  cities 
which  had  been  so  flourishing  in  the  sixteenth 
century.  For  during  its  second  half,  they  too  had  to 
sustain  heavy  blows  as  banking-houses  like  the 
Fuggers  and  Welsers  found  that  their  role  was 
played  out.  With  very  few  exceptions,  the  English 
as  well  were  no  longer  active  in  Antwerp.  On  the 
other  hand,  there  was  still  a  comparatively  large 
number  of  Spanish,  Portuguese  and  Italian  business 
people,  who  thus  provided  cosmopolitan  colour  - 
albeit  a  Latin  one  -  and  Catholic  even  more  so.  This 
had  influence  enough  on  the  indigenous  popu- 
lation, as,  for  example,  the  fashion  of  using 
Hispanified  surnames  in  everyday  life. 

One  of  Belgium's  most  eminent  contemporary 
historians,  Professor  Dr.  J.  A.  van  Houtte  from  the 
University  of  Louvain,  published  in  1953  in  Brussels 
a  study  entitled:  'Onze  Zeventiende  Eeuw 
.  .  .  Ongelukseeuw?'  ('The  Seventeen-Hundreds 
-Century  of  Misfortune?').  He  found  that  he  was 
obliged  to  answer  his  own  question  in  the  negative, 
i  Since  then,  his  theories  have  been  supported  by 
various  investigators,  so  that  it  is  now  possible  to 
establish  conclusively  that  the  Spanish  Netherlands 
in  general  and  Antwerp  in  particular  did  not  sink 
during  the  seventeenth  century  -  as  had  long  been 
thought.  Seen  from  the  purely  economic  point  of 
view,  it  has  to  be  conceded  that  Antwerp  was  no 
longer  within  reach  of  the  peak  achieved  during  the 
sixteenth  century.  However,  on  the  artistic  plane, 
the  city  of  Rubens'  time  was  unquestionably  of 
greater  importance  and  appearance  than  pre- 
viously. The  work  of  Peter  Paul  Rubens,  foremost 
among  his  famous  contemporaries  in  Antwerp, 
remains  a  living  witness  to  this  verdict. 
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3. Signatures  of  the  terms  of  surrender 

for  Antwerp  on  17  August  1585. 

At  the  top,  Alexandre  (Farnese,  Duke  of  Parma,  and 

Governor-General  of  the  Netherlands  for  Philip  11  of  Spain), 

in  the  middle  Ph(ilippe)  de  Marnix,  first  mayor  of  the  city. 

Stadsarchief,  Antwerp. 


4.  View  of  the  siege  of  Antwerp  in  1  585,  with  the  forts, 
the  flooded  polders  and  the  famous  pontoon  of  Farnese. 
Engraving  by  Frans  Hogenberg.  Stadsarchief,  Antwerp. 


Dr.  J.  van  Roey  is  the 
Municipal  Archivist,  Antwerp. 

Translated  from  the  Flemish. 
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The  restored  house  of 

Nicolaas  Rockox  and  its  collections 

K.  Vanderhoeght 


In  1603,  the  burgomaster  of  Antwerp,  Nicolaas  Rockox,  bought  the  sixteenth- 
century  patrician  residence  known  as  Den  Gulden  Rinck  at  10  Keizerstraat, 
Antwerp,  and  the  adjoining  property,  both  in  Flemish  Renaissance  style.  He  made 
the  combined  properties  into  a  temple  of  art,  housing  a  rich  collection  renowned 
throughout  Europe.  Artists,  collectors,  scholars  and  humanists  were  welcomed 
there  as  family  friends.  This  year,  the  restored  Rockoxhuis,  complete  with  a 
magnificient  collection  of  paintings  and  furniture,  is  being  opened  to  the  public. 

1.  View  through  the  inner  courtyard,  looking  south. 

I  ~1 


IN  order  to  understand  the  significance  and  value 
of  the  property  which  has  for  long  been  known  as 
the  Rockoxhuis,  one  needs  to  know  something 
more  about  the  eminent  figure  who  conferred  such 
lustre  on  it.1  Nicolaas  Rockox  (i  560-1640)  lived 
in  a  period  that  was  dominated  by  the  policy  of 
Philip  11  of  Spain  (1555— 1598).  It  was  this  policy  that 
led  to  the  Eighty  Years'  War,  ending  with  the 
Treaty  of  Westphalia  in  1648  which  decreed  the 
partition  of  the  North  and  South  Netherlands. 
Rockox  witnessed  the  close  of  Antwerp's  'Golden 
Age"  in  the  sixteenth  century,  when  it  was  the 
commercial  metropolis  of  Western  Europe,  and 
contributed  to  its  development  in  the  seventeenth 
century  as  capital  city  of  northern  Baroque,  with 
Peter  Paul  Rubens,  Anthony  Van  Dyck,  Jacob 
Jordaens  and  many  others. 

For  fifty  years,  from  1588  to  1638,  Nicolaas 
Rockox  played  a  very  prominent  role  in  public  life 
as  alderman,  burgomaster,  guildmaster  of  the  Cloth 
Hall,  head  of  the  Arquebusiers'  Guild  and  other 
public  functions.  He  acted  as  host  to  Archduke 
Albert,  Archduke  Ernest,  Prince  Vincenzo,  Duke 
of  Mantua,  Spinola,  the  ambassadors  of  France  and 
England.  Chancellor  Peckius,  Queen  Maria  de' 
Medici,  the  Duke  of  Orleans,  Prince-Cardinal 
Ferdinand,  to  name  only  the  most  eminent,  and 
negotiated  with  them  in  defence  of  Antwerp's 
interests.  Archduke  Albert,  the  representative  of  the 
Spanish  throne,  ennobled  him.  Nicolaas  Rockox 
and  his  wife,  both  deeply  religious,  administered 
their  large  fortune  in  the  interest  of  the  community. 
They  made  many  donations  to  churches,  monas- 
teries, schools  and  hospitals,  but  the  greatest  bene- 
ficiaries were  the  poor.  They  founded  thirty-one 
scholarships  for  poor  children,  which  still  exist  at 
the  present  day.  By  the  terms  of  his  will,  his  house 
with  the  whole  of  its  rich  contents  were  sold  in  1 7 1 5 
for  the  benefit  of  the  poor.  His  most  remarkable 
initiative  was  the  formation  of  a  stock  of  three 
thousand  quarters  of  grain,2  from  which  distri- 
butions could  be  made  to  the  poor  only  in  case  of 
direst  need,  such  as  sieges  or  extremely  high  prices. 
After  each  distribution,  the  stock  had  to  be  re- 
plenished. It  served  to  alleviate  the  worst  emer- 
gencies and  acted  as  a  price  regulator,  which  was  a 
most  progressive  measure  for  that  time.  Rockox 
spent  no  less  than  forty-five  thousand,  three  hundred 
guilders  on  this  project,  an  enormous  amount, 
bearing  in  mind  that  his  annual  income  as  burgo- 
master was  only  nine  hundred  and  fifty  guilders.  He 
did  not  engage  in  business,  for  this  was  incom- 
patible with  his  position. 

Nicolaas  Rockox  was  not  only  an  eminent 
politician  and  a  great  benefactor  but  also  a  highly 
gifted  humanist.  He  maintained  relations  with 
prominent  humanists  and  artists  in  his  own  country 
and  abroad.  He  enjoyed  European  renown  as 


antiquary  and  numismatist.  The  best  items  from 
the  great  numismatic  find  at  Mespelare  near 
1  )endermonde  in  160.7  were  in  his  possession. 

In  collaboration  with  Peter  Paul  Rubens  and 
Jacques  de  Bie  (engraver),  he  published  the  works 
of  Hubertus  Goltzius  (1526-1581),  who  was  an 
antiquary  and  an  engraver  but  above  all  a  great 
numismatist.  The  French  humanist  Nicolas-Claude 
Fabri  de  Peiresc  came  to  Antwerp  in  1607  to  admire 
Rockox'  collection  of  medals,  cameos,  coins  and 
antique  sculpture.  This  visit  was  followed  by  a 
lengthy  correspondence  between  the  two  which 
bears  witness  to  their  humanistic  interests.3  He  was 
in  touch  with  the  Italian  scholar  Lorenzo  Pignoria, 
an  outstanding  numismatist  who  shared  with  him 
his  knowledge  of  the  medals  of  Cercyre,  Chio  and 
Samos,  on  the  recommendation  of  de  Peiresc.4 
Rockox  was  also  highly  esteemed  by  Cassiano  del 
Pozzo,  a  Turin  nobleman  and  art  lover  with  a  large 
private  museum.  Rockox  also  had  a  large  collection 
of  paintings  by  the  great  Antwerp  masters: 
Rubens,  Van  Dyck,  Quentin  Metsys,  Breugel, 
Frans  Snyders,  Josse  de  Momper,  J.  S.  van 
Hemessen,  Pieter  van  Coninxloo,  Pieter  Aertsen, 
Sebastiaen  Vrancx,  Frans  Francken,  Jan  Wildens, 
Marinus  van  Reymerswael,  Daniel  Seghers,  Jan 
Mostaert  and  others. 

When  the  greatjurist  Hugo  Grotius  fled  from  the 
fortress  of  Loewenstein,  he  sought  refuge  in 
Antwerp,  where  he  was  welcomed  by  Burgo- 
master Rockox  and  subsequently  by  Rubens.5 
Rockox  was  also  a  friend  of  Justus  Lipsius,  with 
whom  he  exchanged  correspondence  and  who 
greeted  him  with  the  formula  'Vale  Vir  Nobihs  et 
Clarissime'.6  Family  friends  included  Jacob 
Ortelius,7  Jan  Moretus,  son-in-law  of  the  printer 
Plantin,  the  philologist  and  antiquary  Gaspard 
Gevartius,  the  poetess  Anna  Roemer  Visscher  and 
many  others.  His  house  may  be  described  as  a 
humanistic  cultural  centre  where  he  welcomed 
many  scholars  and  artists.  Some  of  his  great  con- 
temporaries sang  his  praises  in  poetry,  as  we  can  see 
above  all  in  the  fine  'Liber  Amicorum'  that  is  kept  in 
the  Rubenshuis. 

He  must  have  been  on  very  good  terms,  too,  with 
his  nearest  neighbour,  the  painter  Frans  Snyders, 
whose  signature  as  witness  appears  on  the  last 
codicil  of  Rockox'  will.  In  view  of  his  connections, 
it  is  not  surprising  that  Rockox'  portrait  was 
painted  so  frequently  by  the  best  artists.  Anthony 
Van  Dyck  made  several  fine  portraits  of  him,  which 
are  now  in  the  Hermitage  Museum,  Leningrad,  the 
Baltimore  Museum,  the  British  Museum8  and  the 
Royal  Collection  at  Windsor  Castle  (drawing  in 
black  crayon,  1634). 9  Vorsterman  and  Paul  Pontius 
made  engravings  after  these  paintings.  His  portrait 
by  Otto  Venius  is  in  the  Rubenshuis  (dated  1600, 
previously  attributed  to  Frans  Pourbus).  Rockox 
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2.  The  baroque  entrance  to  the  Rockoxhuis, 
10  Keizerstraat,  requiring  no  restoration. 


3.  The  Rockoxhuis,  12  Keizerstraat,  after  removal 
of  nineteenth-century  plaster  and  restoration 
to  its  original  condition. 
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Colour. 

Top  left. 

a.  David  Teniersthe  younger. 
I  'Mage  scene. 

Top  right. 

b.  Joachim  Patinir. 
Saint  Christopher. 
Below. 

c.  Hans  Bol. 
Flemish  Kermesse,  detail. 

also  appears  in  the  painting  by  Willem  van  Haecht, 
Art  cabinet  of  Cornelis  van  der  Geest  who  is  welcoming 
Archdukes  Albert  and  Isabella  (Rubenshuis). 

Rubens  also  made  several  portraits  of  Rockox. 
At  the  end  of  1608,  after  an  eight-year  sojourn  in 
Italy,  Rubens  returned  to  Antwerp.  A  few  months 
later,  in  1609,  Rockox  in  his  capacity  as  burgo- 
master commissioned  from  him  The  Adoration  of 
the  Magi,  intended  for  the  Chamber  of  State  in 
the  town  hall.  This  order  amounted  to  an  official 
recognition  of  Rubens'  mastery  and  served  to 
enhance  his  reputation.  Three  years  later,  Rodrigo 
Calderon,  Count  of  Oliva,  envoy  extraordinary  of 
the  Spanish  king,  admired  the  painting  and  the 
Antwerp  city  authorities  presented  it  to  him  so  as  to 
promote  trade  with  Spain.  The  painting  is  now  in 
the  Prado. 

Rockox  as  master  of  the  Arquebusiers'  Guild, 
and  the  senior  members,  commissioned  the  triptych 
The  Descent  from  the  Cross  with,  on  the  side  panels, 
The  Visitation  and  The  Presentation  in  the  Temple,  for 
the  altar  of  the  Guild  in  the  Cathedral  of  Our  Lady, 
Antwerp.  Rubens  included  his  friend's  portrait 
among  the  personages  in  the  right-hand  panel. 
When  the  painting  was  delivered,  Rockox  gal- 
lantly presented  Isabella  Brant,  Rubens'  wife,  with 
a  fine  pair  of  gloves,  as  mentioned  in  the  archives  of 
the  Arquebusicrs'  Guild.10 

Rockox  also  ordered  from  his  friend  the  triptych 
Doubting  Thomas  with  the  portrait  of  Rockox  and 
his  wife,  Adriana  Perez,  in  the  side  panels  (1613). 
After  his  wife's  death  in  1619,  he  earmarked  this 
painting  for  the  chapel  to  be  built  at  the  church  of 
the  Minorites,  where  his  wife  was  buried  and  where 
he  himself  was  to  be  entombed.  The  painting  in 
question,  which  also  appears  in  the  Art  cabinet  of 
Frans  Francken  (Pinakothek,  Munich),  is  now  in  the 
Royal  Museum,  Antwerp.1 1 

In  1620,  Rockox  presented  the  same  church  of 
the  Minorites  with  the  marble  high  altar,  for  which 
he  commissioned  trom  Rubens  the  renowned 
painting  the  Coup  de  lance,  now  in  the  Royal 
Museum,  Antwerp.  In  the  same  year,  he  endowed 
the  marble  St.  Joseph's  chapel  at  the  Church  of 
St.  Charles,  the  alter  of  which  he  adorned  with  a 
painting  by  Rubens,  The  Holy  Family. 1 2 

The  friendship  between  Rubens  and  Rockox  is 
best  illustrated  by  a  letter  dated  1 1  May  161 1  from 
Rubens  to  Jacob  de  Bie,  an  Antwerp  engraver  and 
picture  dealer,  who  had  recommended  an  appren- 
tice to  the  artist.  Rubens  replied  as  follows: 


4-  A  Renaissance  room  with  its  original  floor  and  ceiling. 


.  .  .  it  is  impossible  for  me  to  accept  the  young  man 
whom  you  recommend.  From  all  sides  applications 
reach  me.  Some  young  men  remain  here  for  several 
years  with  other  masters,  awaiting  a  vacancy  in  my 
studio.  Among  others,  my  friend  and  (as  you  know) 
patron,  M.  Rockox,  has  only  with  great  difficulty 
obtained  a  place  for  a  youth  whom  he  himself  brought 
up,  and  whom,  in  the  meantime,  he  was  having 
trained  up  by  others.  I  can  tell  you  truly,  without 
any  exaggeration,  that  I  have  had  to  refuse  over  one 
hundred.13 


Rockox  was  the  friend  and  patron  of  Rubens. 
But  Rubens'  family  was  also  close  to  Rockox' 
heart.  He  recalled  Rubens'  elder  brother  from  Italy 
in  order  to  appoint  him  municipal  secretary.  He  was 
also  very  friendly  with  Albert,  Rubens'  eldest  son, 
as  a  result  of  the  latter's  interest  in  archaeology  and 
numismatics.  And  Albert  Rubens  expressed  his 
affection  and  admiration  in  a  poem  he  dedicated  to 
Rockox  in  a  publication  by  Jacob  de  Bie  and 
Hemelarius  (1627). 


Rubens  involved  Rockox  in  several  of  his 
projects.  Thus,  when  de  Peiresc  and  Rubens  plan- 
ned to  form  a  society  for  collecting  documentation 
on  antique  cameos  and  making  engravings,  based 
on  them,  for  publication,  he  wrote  on  3  July  1625  to 
his  friend  Fabri  de  Valavez: 

/  have  spoken  with  M.  Rockox  about  ow  enterprise, 
and  found  him  well  disposed  to  participate,  but  on 
condition  that  it  is  certain  to  be  carried  out.  He  is  an 
honest  man  and  a  connoisseur  qj  antiquities,  who 
could  also  contribute  from  his  store  qj  observations 
and  thus  have  a  part  in  the  honour.  It  I  know  him 
well,  he  would  also  wish  to  contribute  his  share  of 
expenses,  at  least  to  a  certain  point,  and  this  would 
only  be  reasonable.  He  is  rich  and  without  children, 
a  good  administrator,  and  all  in  all  a  gentleman  of 
the  most  blameless  reputation,  as  M.  de  Peiresc, 
your  brother,  knows,  for  he  has  had  personal 
dealings  with  him.  You  would  do  me  a  favour  in 
communicating  all  this  to  him  and  to  Signor  Aleandro 
for  in  order  to  carry  out  our  enterprise  to  a  good 
conclusion,  we  really  have  need  of  assistance.14 

It  appears  clearly  from  both  the  letters  quoted  that 
Rubens  had  great  esteem  for  his  friend  and  patron 
Rockox.  When  Rubens  died  on  31  May  1640, 
Nicolaas  Rockox  was  present  that  evening  at  the 
reading  of  his  will.  He  himself  died  a  few  months 
later,  on  12  December  1640.  His  epitaph  aptly 
reads:  'Bene  de  sua,  bene  de  postera  aetate  meritus". 

Rubens'  house  was  opened  to  the  public  as  a 
museum  by  the  city  of  Antwerp  in  1946.  This  year, 
the  four  hundredth  anniversary  of  Rubens'  birth, 
the  house  of  his  friend,  Nicolaas  Rockox,  is  being 
opened  to  the  public  as  a  splendidly  equipped 
museum  by  the  Kredietbank  nv  and  in  June,  July 
and  August  an  exhibition  devoted  to  the  re- 
lationship between  Rubens  and  Rockox  is  to  be 
held  there.  The  bank  bought  the  Rockoxhuis  in 
December  1970,  which  was  then  in  very  bad 
condition  and  on  the  verge  of  collapse,  with  the 
intention  of  restoring  it  and  fitting  it  out  as  a  worthy 
complement  to  the  Rubenshuis  with  which  it  has  so 
much  in  common. 

The  Rockoxhuis  was  listed  by  the  Royal 
Commission  on  Historic  Buildings  and  Landscapes, 
so  that  the  restoration  work  was  able  to  benefit 
from  subsidies  from  the  government,  province  and 
municipality.  The  restoration  was  entrusted  to  two 
experienced  architects,  J.  L.  Stijnen  and  R.  de 
Bruyn,  who  already  had  to  their  credit  many  major 
successes  in  restoration.  In  the  course  of  the  past  four 
hundred  years  or  so,  the  successive  owners  had 
made  adjustments  and  alterations -not  always  well- 
advised  -  to  the  building.  The  problem  was  to 
confer  on  the  Rockoxhuis  its  former  lustre  without 
being  carried  away  by  fanciful  invention.  The  main 
concern  was  to  ensure  archaeological  authenticity 
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6.  Under  false  ceilings,  the  ancient  beams 
decorated  with  acanthus  leaves  were  discovered. 


7.  Detail  of  seventeenth-century  marble  Renaissance 
chimney  piece,  with  carved  oaken  cornice  and  ancient 
Torhout  tiles. 
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and  two  years'  research  and  study  were  carried 
out  for  this  purpose.  Professor  Helma  de  Smedt 
searched  the  archives  concerning  Rockox  and  his 
home  and  wrote  a  valuable  historical  study  on  the 
subject,  going  back  as  far  as  1532  (unpublished). 
Recent  plasterwork  and  false  ceilings  were  re- 
moved so  as  to  reveal  the  ancient  structures.  This 
enabled  Professor  V.  Blommaert,  partly  on  the 
basis  of  the  blueprints  made  by  the  architect 
Bilmeyer  in  19 16,  to  give  a  motivated  opinion  on 
the  restoration  work  to  be  carried  out.  Meanwhile 
the  architects  J.  L.  Stijnen  and  R.  de  Bruyn  had 
completed  their  study.  The  comparison  of  these 
different  studies  yielded  the  definitive  restora- 
tion plan  that  was  approved  by  the  Royal 
Commission  on  Historic  Buildings  and  Landscapes. 
A  Restoration  Committee  kept  a  weekly  check  on 
the  progress  of  the  work  and  solved  the  detailed 
problems  of  restoration  in  a  way  that  was  altogether 
justified  from  the  point  of  view  of  art  history. 
Thus,  in  Architectural  Heritage  Year  (1975),  the 
restoration  of  the  Rockoxhuis  could  be  cited  as  an 
example  of  restoration  carried  out  by  private 
initiative. 

Once  the  restoration  was  complete,  there  re- 
mained the  problem  of  furnishing  the  Rockoxhuis. 
Here,  too,  an  endeavour  was  made  to  reconstitute 
the  interior  of  the  burgomaster's  house  in  an 
historically  correct  way  and,  by  the  variety  and 
quality  of  the  exhibits,  to  evoke  the  richness  of  his 
former  dwelling. 

So  as  to  guarantee  the  greatest  possible  authen- 
icity,  four  sources  served  as  inspiration  when 
naking  purchases.  First,  there  was  the  complete 
nventory  drawn  up  by  David  van  der  Soppcn. 
Jublic  Notary,  on  20  December  1 640,  which  is  now 
n  the  archives  of  the  Maagdenhuis,  Antwerp.  The 
Ariter  made  a  study  of  this  inventory,  which  gives 
10  indications  about  the  style  and  quality  of  the 
urniture  and  objets  d'art,  and  interpreted  it  in  the 
ight  of  other  contemporary  documents. 

Secondly,  Professor  R.  W.  Scheller  of  the 
Jniversity  of  Amsterdam  discovered  in  the 
vleermanno-Westreenianum  Museum  at  The 
'dague,  the  manuscript  catalogue  which  Rockox 
nade  of  his  collection  of  coins  and  antiques, 

Colour. 

Top. 

•>.  Antwerp  cabinet,  ebony,  tortoiseshell,  rosewood  and 
liver;  interior  and  exterior  decorated  with  paintings  of 
Mythological  subjects,  mid  seventeenth  century. 
Mow  left. 

Antwerp  cabinet,  ebony,  detail,  decorated  with 
;ilt  nietalwork  embroidery  on  the  side,  representing 
The  Earthly  Paradise,  mid  seventeenth  century. 
3elou>  right. 

.  Flemish  cabinet,  ebony,  inlaid  with  ivory  depicting  birds 
fter  engravings  by  Adriaen  Collaert  ('Avium  vivae  Icones') 
nd  biblical  scenes  taken  from  engravings  by  Collaert  after 
an  Stradamus  and  Martin  de  Vos,  early  seventeenth  century. 


consisting  of  seventy-one  pages  of  parchment  111 
folio.  Professor  R.  W.  Scheller's  thorough  study  of 
this  document  is  to  be  published. 

Thirdly,  there  is  the  important  painting  Festivity 
at  an  art  lover's  home,  by  Frans  Francken  11  (Pina- 
kothek,  Munich),  which  represents  the  Art  Cabinet 
cit  Nicolaas  Rockox  and  which  gives  us  an  eye- 
witness account  of  it.  Indeed,  thanks  to  this  source, 
it  has  been  possible  to  identify  paintings  and 
sculpture.  Lastly,  quite  a  good  notion  of  how 
patrician  dwellings  in  the  seventeenth  century  were 
furnished  and  decorated  can  be  obtained  from  the 
numerous  contemporary  paintings  of  these  in- 
teriors. Immediately  after  the  purchase  of  the 
Rockoxhuis,  steps  were  taken,  in  the  light  of  the 
studies  made,  to  acquire  paintings,  furniture  and 
objets  d'art,  with  advice  from  well-known  experts 
on  this  subject,  such  as  Professor  R.  d'Hulst, 
Louis  Voet,  Frans  Baudouin,  Piet  Baudouin,  and 
Ghislaine  Derveaux-van  Ussel.  In  this  way,  a  fine 
collection  of  seventeenth-century  Antwerp  furni- 
ture was  formed,  including  some  cabinets  of  excep- 
tional quality  of  which  detailed  studies  have  yet  to 
be  made.  The  most  splendid  one  (colour  n)  is 
decorated  with  paintings  on  copper  plates  on  the 
inside  and  outside  of  the  doors  and  also  on  all  the 
drawers.  These  represent  mythological  scenes  and 
their  quality  is  good,  although  the  artist  has  not 
yet  been  identified.  The  cabinet  also  has  a  draw- 
leaf  with  geometric  decoration  in  rosewood  and 
mahogany.  In  the  centre  of  the  drawers  there  is  a 
portico  decorated  with  silver,  opening  on  a  per- 
spective of  mirrors  between  columns  on  a  floor  of 
rosewood  and  mahogany.  Small  ivory  carvings 
perhaps  stood  here  at  one  time.  The  second  (colour 
e)  is  decorated  with  gilt  embroidery  on  silk  on  the 
inside  of  the  doors  and  on  all  the  drawers.  The 
panels  show  various  animals  and  on  the  portico 
door  Adam  and  Eve  with  the  Tree  of  Knowledge 
and  the  Serpent.  Behind  this  door  are  small  drawers 
also  decorated  with  gilt  embroidery  and  at  the  back 
a  secret  drawer  with  a  cylinder.  This  cabinet  is 
extremely  rare:  only  a  few  other  examples  are 
known,  all  of  which  are  smaller.  The  third  (colour  f) 
is  ebony  with  panels  inlaid  with  ivory  depicting 
birds  and  biblical  scenes.  Antwerp  was  an  import- 
ant centre  for  the  manufacture  of  elaborate  cabinets 
such  as  these:  from  1631  onwards  we  find  a  great 
many  'ebbenwerckers'  in  the  Guild  of  Saint  Luke 
and  the  accounts  of  the  firm  of  Forchout,  expert 
cabinet-makers  and  decorators,  show  that  they 
exported  several  luxury  cabinets  to  such  places  as 
France,  Spain,  Portugal  and  Italy.  They  were 
highly  prized  possessions  and  were  used  to  store 
coin  and  medal  collections  and  other  small  treasures. 
By  contrast,  at  the  beginning  of  this  century  they 
were  practically  unsaleable  and  many  were  broken 
up  so  as  to  remove  the  small  paintings. 
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14-  Peter  Paul  Rubens.  The  Crucifixion,  modello. 


The  collection  of  fine  paintings  in  the 
Rockoxhuis  includes  works  by  several  of  the  well- 
known  artists  painting  in  Flanders  during  the 
sixteenth  and  seventeenth  centuries.  There  is  a  Saint 
Christopher  by  Joachim  Patinir  (colour  a),  a 
Lamentation  by  Jan  van  I  lemessen  (No.  i  5),  both  of 
the  early  sixteenth  century  ;  a  I  'Mage  Scene  by  David 
Teniers  the  Younger  (colour  b),  a  Flemish  Kermesse 
by  Hans  Bol  (colour  c),  a  Landscape  with  Riders  by 
|an  Breughel  the  Elder,  and  a  Distribution  oj  loaves  to 
the  poor  by  David  Vinckboons,  all  of  whom  were 
contemporaries  of  Rubens.  In  addition  are  works 
by  Anthony  Van  Dyck,  Jacob  Jordaens,  Pieter 
Breughel  the  Younger,  Martin  de  Vos,  Adam  van 
Noort,  Frans  Snyders,  Jan  Fyt,  Frans  Francken, 
Onus  Beert,  Joost  de  Momper,  Roelant  Savery, 
Joachim  Beuckelaer  and  Gilles  d'Hondecoeter. 
Finally,  to  represent  the  friendship  between 
Rockox  and  Rubens,  there  is  the  artist's  modelio  for 
The  Crucifixion  (No.  14),  a  painting  later  executed 
by  Van  Dyck,  and  his  early,  c.  161 3,  painting  of  the 
I  'irgin  and  Child  (illustrated  on  page  27  of  the 
advertisement  section). 

Furthermore,  sculpture  and  objets  d'art  from  the 
sixteenth  and  seventeenth  centuries  were  collected, 
including  a  statue  by  Lucas  Fayd'herbe,  pupil  of 
Rubens,  jewel  cases  in  ebony  with  silver  foil  and 
leather,  a  copper  wine-cooler,  a  collection  of  Wan- 
Li  porcelain,  and  a  collection  of  earthenware 
Raeren,  Frechen  and  Westerwald  jugs. 

Connoisseurs  who  have  already  had  an  oppor- 
tunity to  view  the  collection  were  amazed  at  its 
quality.  (Part  of  it  was  exhibited  on  one  occasion  at 
the  Rubenshuis  and  another  part  was  included  in 
the  exhibition  'Life  along  the  river  Scheldt', 
organised  by  the  Antwerp  city  authorities  in 
1976). Antwerp  has  many  fine  seventeenth-century 
buildings  of  historic  interest  in  Flemish  Renais- 
sance style:  the  Rubenshuis,  the  Plantin  Moretus 
house,  the  Maagdenhuis,  the  Brouwershuis, 
Ortehus'  house,  the  house  of  Jacob  Jordaens  (now 
being  restored),  and  the  house  of  Frans  Snyders 
adjoining  the  Rockoxhuis  and  also  restored  by  the 
Kredietbank.  To  this  series  has  now  been  added  the 
house  of  Nicolaas  Rockox,  Rubens'  friend  and 
patron,  who  as  burgomaster,  Maecenas,  antiquary 
and  benefactor  contributed  greatly  to  making 
Antwerp  in  the  first  half  of  the  seventeenth  century 
a  cultural  centre  of  international  significance. 


Karel  Vanderhoeght  is  Managing  Director  of  the 
Kredietbank,  Brussels  and  has  supervised  the 
restoration  of  the  Rockoxhuis. 
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1 5.  Jan  van  Hemessbn.  The  Lamentation. 
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Antwerp  Silver 

in  the  early  seventeenth  century 


Piet  Baudouin 


The  art  of  the  goldsmith  and  silversmith  in  Antwerp  flourished  during  the 
sixteenth  century,  as  the  Flemish  capital  flourished  to  the  point  where  it  became 
the  western  European  hub  of  international  commerce.  The  names  of  over  five 
hundred  master-silversmiths  belonging  to  this  century  are  known.  Hundreds  of 
workers  in  precious  metals  flocked  to  Antwerp  from  foreign  cities,  either  to  be 
taken  on  as  apprentices  in  the  craft  or,  as  qualified  artisans,  to  profit  from  the  huge 
demand  for  silverware.  Despite  the  comparatively  large  loss  of  documentary 
evidence  through  burning,  pillage  and  neglect,  there  are  enough  details  to  show 
that,  besides  supplying  the  local  residents  (city  fathers,  churchmen,  guild-members, 
apprentices  and  rich  burghers)  and  fulfilling  orders  from  the  surrounding 
area  (parishes  and  landlords),  the  silverware  was  made  for  export  in  large  quantity. 
Orders  were  placed  through  foreigners  and  then  contracts  were  drawn  up ;  but  in 
many  cases  there  were  foreign  visitors  —  mostly  noblemen,  bankers  and  merchants  — 
taking  advantage  of  their  presence  in  Antwerp  to  buy  fine  silverware  on  the  spot.1 

This  boom  period  was  cut  short  by  the  'troubled  times'  of  the  wars  of  religion 
and  revolt  against  Spain.  Even  before  the  siege  of  Antwerp,  which  was  surrendered 
to  Alexander  Farnese,  Duke  of  Parma  in  1585,  several  foreign  silversmiths  as  well  as 
many  local  artisans  had  already  emigrated  because  of  their  Protestant  beliefs.  They 
went  to  both  England  and  the  Northern  Provinces  as  well  as  the  Rhineland,  and 
even  further  afield.  But  it  was  mainly  after  the  fall  of  Antwerp  and  the  blockading 
of  the  Scheldt  that  the  city  saw  a  real  exodus,  both  by  people  who  believed  they 
would  feel  more  at  liberty  elsewhere  and  by  those  who  realised  that  it  would  be 
hard  to  earn  a  living  in  this  economically  stifled  city. 


Despite  the  toll  exacted  by  war  and  emigration, 
at  the  end  of  the  sixteenth  century  Antwerp 
still  had  sufficient  allure  for  a  number  of  gold- 
smiths and  silversmiths,  who  came  mainly  from  the 
Southern  Netherlands  and  the  region  of  Liege,  but 
also  from  such  northern  areas  as  Utrecht  and 
Guelderland.  At  that  time,  a  lot  of  new  church  plate 
was  already  being  made  to  replace  losses  caused  by 
looting  and  warfare.  Furthermore,  the  municipal 
rulers  remained  true  to  the  tradition  whereby 
silverware  was  usually  presented  as  a  reward  for 
services  rendered  or  as  a  way  of  bestowing  favour 
on  someone. 

Although  the  sea  trade  was  badly  affected  by  the 
compulsory  trans-shipment  of  goods  by  the 
'Hollanders',  economic  traffic  did  not  come  to  a 
complete  standstill.  Before  long,  production  was 
resumed  of  luxury  articles:  lace,  fine  furniture, 
diamonds,  gold-  and  silverware.  Art  dealers 
flourished,  supplying  paintings  and  tapestries  to 
the  whole  of  Europe.  What  set  the  seal  on  this 


revival  was  the  Twelve  Years'  Truce  between  Spain 
and  the  United  Provinces  from  1609  to  1621.  The 
Counter-Reformation  also  played  a  part  in  this 
artistic  flowering,  for  a  great  deal  of  money  was 
invested  in  rich  furnishings  for  both  church  and 
cloister.  At  the  same  time,  the  nobility  and  the 
wealthy  burghers  also  wanted  to  make  a  show  with 
richly  decorated  interiors  in  their  country  mansions 
and  patrician  residences. 

Happily,  there  still  exist  several  examples  of 
Antwerp  silver  produced  in  Rubens'  time  -  in  con- 
trast to  sixteenth-century  silver,  of  which  relatively 
little  has  been  preserved.  This  applies  principally  to 
church  plate,  despite  the  large  quantity  which  had 
to  be  surrendered  for  melting  down  during  the 
French  occupation  at  the  end  of  the  eighteenth 
century.  Yet  there  do  remain  a  few  examples  of 
domestic  silver. 

It  is  striking  to  note  the  change  of  style  in  these 
works  from  Renaissance  to  Baroque;  a  change  in 
which  Rubens  himself  played  a  part.  In  this  account 
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it  is  impossible  to  include  all  the  Antwerp  silver- 
smiths and  their  works;  consequently,  the  most 
outstanding  items  and  their  creators  are  presented, 
occasionally  with  mention  of  masterpieces  that  are 
now  lost.2 

LATE  RENAISSANCE 

The  life  of  Guilliam  van  der  Mont  is  typical  of  some 
of  the  Antwerp  goldsmiths  and  silversmiths  active 
from  1585  onward.  He  was  born  between  1555  and 
1560  at  Sint-Truiden,  a  small  town  that  was  then 
part  of  the  Liege  district.  After  the  birth  on  24 
September  1582  of  his  first  son,  Dcodaat  (better 
known  later  as  the  artist  Deodatus  del  Monte,  an 
early  pupil  of  Rubens)  he  moved  to  Liege  and  there 
became  a  master-craftsman.  When  he  was  banished 
from  this  city  in  1586  on  account  of  unproven 
complicity  in  the  forgery  of  coinage,  he  returned  to 
Sint-Truiden  at  first,  but  then  went  with  his  wife 
and  three  children  to  seek  his  fortune  in  Antwerp.  In 
1588  he  purchased,  as  an  alien,  his  membership  in 
the  goldsmiths'  and  silversmiths'  Guild.  In  the 
inventory,  drawn  up  after  the  death  of  his  wife 
on  11  March  1590  in  Sinte-Marta,  the  house  into 
which  they  had  moved  on  the  Kerkhofstraat  (now 
Schoenmarkt),  his  chattels  and  his  silversmith's 
tools  were  valued  at  the  fairly  high  figure  of  three 
thousand  and  four  guilders  and  ten  stivers. 

The  governing  body  of  the  Guild  belatedly  got 
wind  of  his  exile  from  Liege  and  in  March  1593  it 
endeavoured  to  make  him  close  down  his  business. 
This  he  fought  and  in  September  he  received 
permission  from  the  city's  magistrate  to  continue 
working  for  one  year  in  anticipation  of  recovering 
his  rights.  Wanting  to  put  himself  on  a  sound 
footing,  he  had  enrolled  the  same  year  in  the  Guild 
of  Saint  Luke  as  a  master  'silversmith  and  type- 
founder'. By  August  1595  his  troubles  were  behind 
him  and  from  then  onward  things  went  smoothly, 
although  he  never  became  an  officer  of  the  corpor- 
ation. As  from  1597,  he  was  silversmith  at  the 
cathedral  church  together  with  A.  Le  Pipre.  On  8 
August  1606  he  bought  a  house  called  De  Saghe  in 
Wijngaardstraat  with  the  rear  facing  Jezuietenrui,  a 
canal  later  filled  in.  At  the  end  of  his  life  he  was 
living  in  Arragon,  a  house  in  Wolstraat,  and  he  died 
at  an  advanced  age,  being  buried  on  3  October  1642 
in  the  Convent  of  the  Spanish  Carmelites  on  the 
Rosier ;  his  daughter  Katharina,  who  had  been  born 
at  Liege  in  1585,  had  entered  here  in  May  161 3. 

In  1588,  on  becoming  a  master-crattsman,  he 
took  on  as  an  apprentice  Adriaen  van  Hooren,  son 
of  the  silversmith  Severyn  van  Hooren,  who  had 
himself  qualified  in  1563.  The  Spaniard,  Jan  Gomes, 
had  been  his  apprentice  for  some  years  by  1601 .  His 
son,  Willem,  came  to  learn  the  craft  from  him  in 
1608  and  later  he  emigrated  to  Spain,  where  his 
death  preceded  that  of  his  father. 


His  maker's  mark  is  a  bunch  of  grapes  with  two 
tiny  leaves  in  a  carved  out  shield  (Rosenberg,  No. 
5 1 12).  About  a  score  of  works,  by  his  hand,  have 
been  recovered  dating  from  the  years  between 
1598/9  and  1628/9,  and  three  more  may  be  attri- 
buted to  him.  Of  course,  the  silver  still  in  existence  is 
only  a  small  part  of  his  output ;  records  show  him  to 
have  been  the  author  of  eleven  pieces,  between  1 593 
and  1 63 1,  which  have  either  never  been  found  or 
else  disappeared.  It  is  significant  that  his  creations 
consisted  entirely  of  church  plate.  Thus,  he  is  one 
of  those  Antwerp  silversmiths  from  the  Southern 
Netherlands,  who  after  the  troubles  earned  their 
living  from  supplying  Catholic  churches  with 
liturgical  furniture,  under  the  influence  of  the 
Counter-Reformation  and  Council  of  Trent.  He 
delivered  not  only  to  Antwerp's  churches  (the 
Cathedral,  the  Carmelites,  Sint  Jacobskerk,  Sint 
Joriskerk)  and  to  those  in  the  immediate  surround- 
ings (at  Berchem,  Edegem,  Hoboken),  but  also  to 
churches  further  afield.  In  the  Duchy  of  Brabant 
this  meant  Sint  Pieterskerk  (Leuven),  Pepingen, 
Ruisbroek,  Wezemaal,  Zandhoven,  while  in 
the  eastern  part  of  the  then  County  of  Flanders 
there  were  churches  at  Hamme,  Oordegem, 
Rupelmonde  and  Waasmunster.  Typical  of  his 
work  are  the  pyxes  decorated  with  chased  and 
engraved  ornament  in  Renaissance  style.  (Berchem 
1612/3;  Rupelmonde  1613/4).  Many  cylindrical 
monstrances  were  still  built  up  with  supporting 
buttresses  and  tracery  in  late  Gothic  style,  but 
Renaissance  elements  were  worked  in  between 
them  (Waasmunster  1598/9;  Zandhoven  1619/20). 
On  others,  the  Gothic  buttresses  were  replaced 
by  little  elongated  Renaissance  columns,  spiral 
columns  or  small  herms  (Turnhout  16 17/8,  Hamme 
1625/6,  Oordegem  1628/9)  although  these  were  a 
little  higher. 

His  masterpiece  is,'  without  doubt,  the  chalice 
from  the  year  161 8  in  Sint  Joriskerk,  Antwerp;  this 
has  beautiful  embossing  and  chasing  on  the  six- 
lobed  base,  the  baluster  stem  and  the  bowl.  The 
Last  Supper  is  represented  on  the  lower  part  of  the 
bowl;  the  compressed  knob  in  openwork  has  three 
cherubs  separated  by  a  row  of  pearls.  In  both 
composition  and  skilful  craftsmanship  this  is  a 
splendid  piece  of  work  in  pure  Renaissance  style 
(No.  1). 

This  immigrant  was  well  able  to  respond  to  the 
great  demand  for  church  plate  at  the  end  of  the 
sixteenth  century  and  the  beginning  of  the  seven- 
teenth, but  although  he  was  a  skilled  craftsman,  he 
did  not  initiate  a  new  style.  Instead,  he  brought  to  a 
close  the  long  line  of  Renaissance  silversmiths  in 
Antwerp.  It  was  therefore  only  natural  that,  as 
shown  by  a  couple  of  old  documents,  a  few  of  his 
articles  (a  ciborium  from  1608/9  that  was  in  Sint 
Joriskerk,  Antwerp,  in  1665/6,  and  a  monstrance 
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t.  Chalice  by  Guilliam  van  dcr  Mont,  1618,  the 
outer  bowl  chased  and  embossed  with  the  Last  Supper 
Height :  27  cm. 
Sint-Joriskerk,  Antwerp. 

2.  Reliquary  ot  Saint  Dimpna  by  Guilliam  Jacques, 
[613.  Height:  123  cm.;  Length:  120cm. 
Sint-Dimpnakerk ,  Ceel. 


from  1610/1  at  Edegem  in  1687)  were  already  being 
replaced  during  the  seventeenth  century  by  new 
pieces  better  suited  to  the  new  Baroque  taste. 

An  identical  Renaissance  trend  is  manifest  in  the 
only  known  work  by  a  second  immigrant  from  the 
Liege  region.  The  great  shrine  of  Saint  Dympna  at 
Geel  (No.  2)  was  in  161 1  the  subject  of  a  tender  by 
the  civil  authorities  in  order  to  replace  the  Gothic 
reliquary  which  had  been  melted  down  during  the 
religious  upheavals.  It  is  a  well-balanced  piece  of 
work  fashioned  in  the  shape  of  a  Renaissance  chapel 
with  a  high  saddleback  roof  on  the  centre  of  which 
is  a  tall  openworked  lantern  containing  an  image  of 
Saint  Dympna  herself.  The  two  longer  sides  are 
divided  by  little  pillars,  each  with  six  niches  in 
which  stand  tiny  statues  of  the  Apostles.  In  recesses 
in  the  transverse  sides  are  the  Mother  of  God  and 
Christ  the  Saviour,  each  between  two  Patriarchs. 
Along  the  roof's  ridge  and  edges  run  elaborate 
strips  of  arabesque,  while  on  the  corners  above  the 
cornice  are  small  statues  of  the  Evangelists.  (The 
heavily  profiled  pedestal  in  Baroque  style,  having 
an  eagle  at  each  corner,  a  cartouche  with  the  arms  of 
Geel,  and  festoons  of  flowers  and  fruit,  was  added 
only  in  1716/17'  by  Wierick  Somers  m.)  This 
beautiful  piece  of  work  was  supplied  in  May  161 3 
by  Guilliam  Jacques,  silversmith,  whose  maker's 
mark  was  repeatedly  stamped  on  it  in  the  form  of 
his  monogram  'of. 


Above  right. 

3.  Detail  from  a  portrait  at  Abraham  Grapheus, 
apprentice  ot  the  Guild  ot  Samt  Luke 
by  Cornelis  de  Vos,  1620,  showing  cup 
and  cover  by  Abraham  Valck,  1613. 
Koninklijk  Museum  voor  Schone  Kunsten,  Antwerp. 
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The  pure  Renaissance  effect  is  better  understood, 
when  one  learns  thatjacqucs,  who  became  a  master- 
craftsman  in  [580  at  Liege,  was  married  to  a 
daughter  of  the  well-known  painter  and  engraver, 
Lambert  Lombard  (c.  1 506-1 566)  who  was  fore- 
most among  Renaissance  artists  in  the  cite  ardente. 
The  date  when  Guilliam  Jacques  emigrated  to 
Antwerp  can  be  established  only  approximately.  In 
1 605  his  name  was  not  on  the  annual  list  of  accounts 
for  the  goldsmiths  and  silversmiths,  but  he  certainly 
placed  his  signature  on  an  agreement  of  26 
September  i(>ii  concerning  the  annual  contri- 
bution. 

The  only  other  work  known  to  be  his,  a  plain 
censer  from  1 610/1  in  Sint  Sulpitiuskerk  at  Diest, 
proves  that  he  was  in  Antwerp  during  1610.  Al- 
though other  details  of  his  life  and  work  are  pro- 
visionally lacking,  he  was  certainly  one  of  the  most 
respected  of  contemporary  craftsmen  in  precious 
metals,  for  (along  with  three  colleagues)  he  signed 
an  experts'  report  on  the  plaques  chased  by  Wierick 
Somers  the  Elder  for  the  reliquary  of  Sint  Rombout 
in  Mechelse  Cathedral.  This  was  on  12  March  1621. 

More  influenced  by  the  Mannerist  style,  which 
was  characteristic  of  Antwerp  silver  in  the  second 
half  of  the  sixteenth  century,  is  the  large  'Pictura' 
cup  and  cover  which,  along  with  other  works  of  art, 
met  its  end  in  the  melting-pot  during  1 794.  It  stands 
next  to  others  painted  in  the  masterly  portrait  of 
the  Guild-fellow,  Abraham  Grapheus,  done  by 
Cornelis  de  Vos  in  1620  and  now  in  the  Royal 
Museum  of  Fine  Arts,  Antwerp  (No.  3).  The  round 
foot  stands  on  four  lion's  paws;  the  baluster  stem, 
furnished  with  masks,  is  open-worked  in  part;  the 
bowl  proper  has  two  series  of  triangular  lobes 
merging  into  each  other,  the  lower  series  showing 
the  upper  parts  of  female  nudes  with  little  lion 
masks  from  which  there  dangles  a  ringlet,  while  the 
topmost  row  has  overlaid  and  enamelled  cartouches 
with  coats  of  arms.  The  cover  has  an  eight-lobed 
edge  with  clusters  of  fruit  and  a  raised,  round  upper 
part  which  is  likewise  decorated  with  clusters  of 
truit  and  overlaid  cartouches  with,  among  other 
things,  the  enamelled  arms  of  the  Guild  of  Saint 
Luke,  the  whole  surmounted  by  a  female  figure 
symbolising  the  art  of  painting. 

This  ornamental  beaker  was  presented  to  the 
Guild  and  the  affiliated  chamber  of  rhetoric  De 
Vioher  in  161 3  by  Mayor  Hendrik  van  Halmale 
(1549— 1614),  Canon  Laurentius  Beyerlinck 
(1 578-1627)  who  was  spiritual  head  of  De  Violier, 
and  Sebastiaan  Vrancx  (1573— 1647),  a  painter-cum- 
dramatist.  It  was  from  a  design  of  the  latter  that  the 
work  was  made  by  Abraham  Valck.  He  came  from 
a  family  of  Antwerp  goldsmiths  and  silversmiths, 
whose  leading  representative  in  the  sixteenth  cen- 
tury was  Matheus  Valck  (mentioned  between  1562 
and  1582).  He  was  born  in  1577  and  became  an 


apprentice  to  Willem  van  den  Heuvel  in  1589.  In 
1615/6  he  was  second  dean  of  the  silversmiths  and 
senior  dean  the  following  year.  He  was  still  alive  in 
1639,  when  on  28  June  he  testified  with  others  that 
since  1630  he  had  regularly  manufactured  chased 
panels  and  ornamental  fittings  for  the  renowned 
decorative  furniture  made  from  ebony  in  Antwerp. 
In  this  connection,  it  is  also  of  note  that  the  painter, 
Adriaen  van  Stalbempt  (1 580-1662),  supplied  de- 
signs for  mirror-frames  among  other  things.  In 
contrast  to  vander  Mont  and  Jacques,  Valck  would 
thus  appear  to  have  made  secular  silver.  However, 
he  must  have  produced  church  plate  as  well,  since  in 
1636/7  he  was  awarded  the  commission  to  supply  a 
large  monstrance  after  a  design  by  an  unnamed 
sculptor  for  the  Blessed  Sacrament  chapel  in  the 
Sint-Jacobskerk.  This  quite  large  piece  weighed 
three  hundred  and  thirty-three  ounces  and  was  de- 
livered in  1638/9.  But  here  again  it  vanished  fairly 
soon,  since  as  early  as  1737  it  was  no  longer  in  the  list 
of  the  chapel's  contents.  His  maker's  mark  has  not 
yet  been  identified,  so  that  existing  works  cannot 
really  be  linked  with  his  name.3 

EARLY  BAROQUE 

As  with  Abraham  Valck,  so  Abraham  Lissau  (or 
Lusseau)  came  from  a  typical  Antwerp  family  of 
workers  in  precious  metals.  His  father,  Franchoys, 
was  a  goldsmith  from  Poitiers  and  in  1558  he 
became  a  citizen  of  Antwerp.  Here  he  married 
Catlyne  van  den  Bemden  in  1560  and  his  death 
occurred  before  1581.  Two  brothers  were  also 
goldsmiths  ;  Jacob  was  enrolled  as  an  apprentice  in 
1 571  and  Peter  in  1581.  It  is  not  known  who  took 
Abraham  on  nor  the  dates  of  his  apprenticeship  and 
qualification.  Without  doubt,  he  was  a  master- 
craftsman  by  1605,  when  he  signed  the  corpora- 
tion's annual  contribution  list  and  from  that  year 
until  1 65 1  he  often  supplied  silverware  given  as 
presents  by  the  city  fathers  to  various  people.  The 
following  entries  will  suffice  from  what  is  a  very 
long  list.  In  1608  there  was  a  gilded  bowl  for  the 
printer,  Balthazar  Moretus;  in  16 10  a  silver  dish  for 
the  painter,  Peter  Paul  Rubens  'wherefore  services 
done  by  him  to  the  citie';  in  1629  two  gilded  tazza 
to  the  town-clerk,  Jacop  Edelheer;  in  1643  a  gilded 
tazza  to  the  poetess,  Anna  Roemer  Visscher  from 
Amsterdam.  A  silver  basin  and  accompanying  ewer 
were  also  presented  as  well  as  a  silver-gilt  service. 

Lissau  was  second  dean  among  the  goldsmiths 
and  silversmiths  in  1625/6  and  the  next  year  he 
became  senior  dean.  In  1632  he  went  to  Mechelen 
as  an  expert  regarding  the  reliquary  of  Sint- 
Rombout's.  His  son,  Thomas,  also  became  a  gold- 
smith. Up  to  the  present,  it  would  appear  that  not  a 
single  one  of  the  sixty  works  or  more,  supplied  by 
him  and  so  liberally  bestowed  by  the  city  of 
Antwerp,  have  been  recovered.  One  can  see  what 
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4.  Basin  with  Pilate 
washing  his  hands 
by  Abraham  Lissau, 
1619. 

No  rbert  ijn  en  abd  ij 
van  Park,  Heverlee. 


the  tazza  looked  like  from  the  Still-life  painted  by 
Jan  Bruegel  in  161 X,  now  in  the  Royal  Museum  of 
Fine  Arts,  Brussels. 

Records  show  that  Lissau  also  produced  church 
plate  for,  among  other  places,  the  Meersenier- 
sambacht  of  Antwerp,  the  church  at  Aartselaar,  and 
the  Sint-Romboutskathedraal  at  Mcchelen.  In  1633 
he  made  a  crucifix,  embellished  with  the  figure  of 
Christ,  for  the  Sint-Joriskerk  in  Antwerp.  But 
beyond  these  there  remain  a  number  of  his  works 
on  which  may  be  found  his  maker's  mark  of  a 
radiating  sun  in  a  carved  out  shield.  His  chalices  for 
the  Sint-Andrieskerk  in  Antwerp  and  the  Sint- 
Baafskerk  in  Ghent  as  well  as  his  ciboriums  all  show- 
fine  chasing  and  embossing  and  have  a  six-lobed 
base  and  an  oval  knop.  The  basin  for  the  lavabo, 
which  he  supplied  to  the  Abbey  of  Park  at  Heverlee 
111  1  )ecember  1619,  is  surely  his  finest  work  (No.  4). 
The  border  still  has  a  late  Renaissance  appearance 
with  acanthus  volutes  systematically  arranged  in 
rows  between  four  heads  of  cherubs.  But  on  the  flat 
bottom  of  this  'receptacle  for  the  service  of  the 
Mass'  is  a  representation  of  Pilate  washing  his 
hands;  the  elongated  figures  still  look  rather 
Mannerist,  yet  the  unsymmetrical  composition  and 
the  quite  high  relief  point  to  Baroque  thinking 
albeit  rather  tentative.  The  basin  possessed  by  the 
abbey  today  is  a  replica  dating  from  the  1920s;  the 
original  was  then  sold  and  has  not  yet  been  traced. 

Comparable  with  this  are  the  portrayals  of  the 
Adoration  of  the  Shepherds  and  the  Magi  on  the 


two  disfigured  basins  of  1616/7  in  the  Onze-Lieve- 
Vrouwkerk  at  Aarschot.  The  relief  here  is  a  bit 
more  robust  and  the  figures  defined  more  strongly. 
The  maker's  mark  is  too  worn  to  be  legible  on  these 
vessels,  which  must  surely  have  been  fashioned  by 
another  silversmith. 

The  same  quality  is  demonstrated  on  the  chased 
scene  on  the  van  Nispen  tazza,  which  was  in  a 
private  collection  in  Rotterdam  in  1957.  According 
to  the  engraved  inscription,  this  represents  a  visit  by 
the  Archduke  Albrecht  and  Archduchess  Isabella  on 
26  August  1 6 1 5  to  the  mint  of  Antwerp,  where  they 
were  received  by  the  provost,  Balthazar  van 
Nispen.  The  latter  married  in  1621  Marie  de  Moy, 
the  widow  of  town-clerk  Philip  Rubens  (the 
brother  of  Peter  Paul),  and  he  died  about  1626. 
There  are  no  marks  of  identification  apparent  on 
this  receptacle.  It  was  certainly  made  between  161 5 
and  1626,  quite  possibly  as  a  present  for  van  Nispen. 
Pending  any  new  discovery  of  records,  the  name  of 
the  silversmith  must  remain  unknown,  although 
that  of  Rombout  de  Rasier  is  one  suggestion.4 

Just  like  Abraham  Valck,  the  above  belonged  to  a 
celebrated  Antwerp  family  of  craftsmen  in  precious 
metals.  His  father,  Geeraert  de  Rasier  (born  c.  1536 
and  died  1587)  came  from  Liege  and  obtained 
Antwerp  citizenship  in  1 561  when  he  also  became  a 
master-craftsman  in  the  Guild  of  Saint  Luke.  In 
1 571  he  was  made  General  Commissioner  ot  the 
Mint.  His  elder  brother,  Artus  (c.  1563  -c.  1609)  was 
a  master-craftsman  in  1587  and  he  too  became  head 
of  the  mint.  Rombout  was  born  about  1573  and 
bound  to  his  brother,  Artus,  by  indenture  in  1587. 
In  1598  he  was  in  Rome  on  a  study-trip.  The  next 
year  he  became  a  die-cutter  at  the  mint  and  at  the 
turn  of  the  century  he  was  enrolled  in  the  Guild  of 
Saint  Luke.  At  that  stage  he  was  probably  also  in  the 
silversmiths'  corporation,  where  he  was  certainly 
paying  his  contribution  in  1605.  Like  Peter  Paul 
Rubens  and  Jan  Bruegel,  he  was  'in  the  service  of 
the  courte'  of  the  Archducal  couple,  Albrecht  and 
Isabella.  Like  his  father,  he  lived  in  the  street  called 
Meir,  the  name  of  the  house  being  Den  Keerskorf. 
He  married  first  Agneete  Thomas  and  secondly 
Clara,  sister  of  the  painter  Frans  Snyders.  It  is 
known  that  Matheus  Melijn  (who  will  be  discussed 
later)  worked  with  him  as  a  journeyman  for  a  few 
months  in  1609  and  that  he  had  as  apprentices 
Hans  van  Esse  the  Younger  in  161 1  and  his  son, 
Theodoor,  in  161 5.  He  died  between  1634  and  1639. 

It  has  not  yet  been  possible  to  identify  his  maker's 
mark,  so  that  extant  works  cannot  be  ascribed  to  his 
name  with  certainty.  It  appears  from  documents, 
dealing  with  the  years  1606-163  3,  that  he  mainly 
produced,  apart  from  dies  for  coinage  and  medals, 
domestic  silverware  such  as  bowls,  cups,  beakers 
and  plaques,  all  of  which  had  much  decoration.  Due 
to  financial  problems,  he  made  a  contract  in  1614 
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for  four  years  with  the  Portuguese  trader,  Gabriel 
Fernandez,  as  a  money-lender:  according  to  the 
terms,  the  profit  on  everything  he  earned  during 
this  period  was  to  be  split  evenly  between  them. 

The  work  of  Jan  Herck  also  belongs  to  the  early 
Baroque  period.  There  are  sparse  biographical 
details.  He  was  married  to  Geertruide,  daughter  of 
the  silversmith,  Willem  van  den  Heuvel  (died 
1630).  In  163  3  he  asked,  as  a  jeweller,  for  a  passport 
to  travel  to  the  United  Provinces.  In  1639/40  he  was 
second  dean  of  the  corporation  and  senior  dean  the 
following  year.  As  a  past  dean  he  signed  the 
agreement  of  December  1647  at  the  Guildhall.  No 
documentary  details  of  his  work  have  yet  come  to 
light.  His  maker's  mark  with  the  monogram  'ihk', 
(Rosenberg,  No.  5120)  which  is  generally  ascribed 
to  him,  appears  on  such  works  as  several  chalices 
(Berlaar  1626/7  [No.  6],  Basel  1629/30  and  Sint- 
Pieter,  Louvain)  and  a  ciborium  (Sint-Gummarus, 
Lier  1627/8).  These  show  elements  which  are 
strikingly  similar  and  a  strict  plan  of  composition. 
There  is  a  round  arched  base  on  an  openworked 
edge  of  mulberry  leaves;  a  stem  in  baluster  form 
consists  of  an  oval  knop  which  is  supported  below 
by  a  corolla  of  acanthus  leaves  on  a  ring  of  pearls, 
while  above  it  is  linked  by  an  intermediate  piece 
with  an  identical  ring  of  pearls.  Rather  more  than 
half  of  the  deeper  cup  is  surrounded  by  an  outer  cup 
with  an  irregular  upper  edge  and  on  which  there  are 
chased  cherubs  amid  acanthus  decoration  and 
flowers.  The  chalice  has  now  become  higher  and  all 
the  elements  overflow  into  each  other  through  the 
sculpted  mass,  undulating  of  their  own  accord.  Yet 
the  real  Baroque  flourish  has  not  yet  burst  out. 

He  also  made  domestic  silver,  but  apart  from  a 
document  concerning  a  silver  basin  and  ewer 
supplied  in  163 1  to  the  aldermen  of  Deurne,  the 
only  thing  known  is  the  beautiful  salt-cellar  that  he 
made  for  Peter  Paul  Rubens  (No.  5).  But  here  the 
main  thing  is  the  graceful  and  lifelike  little  ivory 
group  with  the  Birth  of  Venus,  signed  by  Iorg  Petel 
(born  at  Weilheim  111  1601  and  died  at  Augsburg  in 
1634);  he  settled  in  the  latter  town  in  1625  after 
passing  through  the  Southern  Netherlands  and 
travelling  in  Italy.  In  the  first  half  of  1628  he  was  in 
Antwerp  and  came  into  contact  with  Rubens,  of 
whom  he  later  made  in  1633  a  terracotta  bust;  this  is 
in  the  Museum  of  Fine  Arts,  Antwerp  The  carved 
ivory  salt,  in  the  silver-gilt  setting  by  Jan  Herck 
(1627/8),  belonged  to  Antwerp's  grand-master  of 
the  Baroque,  since  it  appears  in  his  list  of  belongings 
in  1640  and  it  was  auctioned  from  his  estate  in  1646, 
and  it  may  have  been  designed  by  him.5  The  work 
came  into  the  possession  of  the  Crown  of  Sweden 
and  is  now  kept  in  the  National  Historical  Museum 
in  Stockholm.6  The  motif  with  the  two  little 
entwined  dolphins,  forming  the  three  small  feet  of 
the  supporting  ring  and  the  decorative  wide  scallop 


5.  Saltcellar,  formerly  in  Rubens'  collection, 
ivory  carving  of  the  Birth  of  Venus  by  Iorg  Petel, 
silver-gilt  mounting  byjan  Herck,  1627/8. 
Statens  Historisk  Museum,  Stockholm. 

Left. 

6.  Chalice  by  Jan  Herck,  1626/7.  Height:  31  cm. 
Sint-Pieterskerk,  Berlaar  bij  Lier. 
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as  a  tiny  salt-dish  at  the  top,  are  marvellously 
blended  with  the  flowing  carved  ivory. 

The  name  of  Hendrik  de  Vlieger  the  Elder  may 
also  be  connected  with  Rubens,  albeit  to  a  more 
modest  degree.  Before  Rubens'  death  on  30  May 
1640,  he  had  delivered  a  beaker  to  Helene  Four  men  t 
when  she  acted  as  godmother  at  the  christening  of 
the  child  of  their  coachman,  Robert.  He  was  born 
about  1580  and  married  Helene  Lefort,  a  daughter 
of  the  municipal  surgeon.  It  has  not  been  possible  to 
check  when  he  became  a  master-craftsman,  but  in 
1638/9  he  was  second  dean  and  then  in  1639/40  he 
became  senior  dean.  His  death  occurred  before 
December  1645.  As  his  maker's  mark,  he  used  the 
monogram  'hd'  (Rosenberg,  No.  5122),  which  up 
to  now  has  been  found  only  on  ecclesiastical  silver. 

His  type  of  chalice  (Alsemberg  1636  [No.  8], 
Hofstade  bij  Aalst  1640/41,  Sint-Laurentius, 
Antwerp  1643/4)  and  the  various  decorative  ele- 
ments are  almost  exactly  comparable  to  those  of  his 
colleague,  Jan  Herck.  One  detail  is  different:  the 
motif  on  the  openwork  edge  of  the  pedestal  is  the 
leaf  of  an  acanthus  rather  than  a  mulberry,  and  the 
embossing  is  perhaps  just  a  little  bit  less  high. 

One  piece  that  stands  out  is  the  tabernacle,  made 
of  ebony  with  silver  fittings,  which  was  presented 
by  Maria-Margareta  de  Berlaymont  in  1637  to  the 
Onze-Lieve'-Vrouwebasiliek  in  Hal.  Without 
doubt,  this  was  made  111  Antwerp  as  a  liturgical 
version  of  the  luxury  furniture  -  escritoires,  cabinets 
and  bureaux  -  exported  to  the  whole  of  Europe.  On 
each  door-panel  there  is  a  silver  embossed  and 
chased  plaque  by  de  Vlieger.  They  are  cut  out  in  a 
Baroque  cartouche  form,  on  which  are  embossed 
representations  of  Achimelech  and  King  David  and 
the  Last  Supper  with  somewhat  elongated  and 
floating  figures  (No.  7).  Seemingly,  he  was  not  so 
skilful  in  delineating  the  human  form,  but  none- 
theless the  Baroque  design  can  be  appreciated. 

Much  church  plate  came  from  the  workshop  of 
Joos  Lesteens,  a  silversmith  about  whom  little  is 
known.  So  far  the  earliest  mention  is  in  1630,  when 
he  supplied  a  chalice  for  the  Lady  chapel  of 
Antwerp  Cathedral.  In  1643  he  asked  for  a  passport 
to  go  to  the  United  Provinces.  He  was  second  dean 
of  the  corporation  in  1643/4  and  senior  dean  in 
1644/5.  In  1656  he  was  warden  of  the  Blessed 
Sacrament  chapel  in  the  Cathedral.  His  second 
marriage  was  to  Elisabeth  Elsenecr  (or  Elsevier). 
Towards  the  end  of  his  life,  on  28  November  1656, 
he  bought  a  'countrie  house  for  pleasance',  the  Hof 
ter  Linden  at  Edegcm,  but  in  1662  he  had  to 
mortgage  it  heavily.  Shortly  afterwards  he  died 
whereupon  his  widow  and  children  were  obliged  to 
have  the  estate  auctioned  on  18  May  1663  in  the 
Vrijdagmarkt. 

But  his  maker's  mark,  an  'l'  crossed  by  a  stroke 
and  then  his  monogram,  'il'  (Rosenberg,  No. 


7.  Plaque  with  The  Last  Supper  on 
an  Antwerp  ebony  tabernacle, 
by  Hendrik  dc  Vlieger  1,  1637. 
Onze-Lieve-  Vrouwbasiliek,  Hall. 


51 19),  appears  on  thirty-two  known  items,  cover- 
ing the  years  1625  to  1653,  while  documents  from 
1630  to  1654  testify  to  a  further  nine  works  which 
are  apparently  lost.  The  most  striking  items  are  his 
cylindrical  monstrances.  He  attempted  to  give  the 
eucharistic  monstrance  a  greater  height  (one 
reached  one  hundred  and  ten  centimetres)  and  a 
more  flexible  turn,  so  that  this  exhibited  silver 
would  better  blend  with  the  Baroque  portico  altars. 
His  method  was  to  have  a  threefold  openworked 
spire  above  the  cylinder,  sometimes  with  three 
open  crowns  (Aalst,  163  1)  flanked  by  two  some- 
what smaller  belfries,  and  also  to  have  showy  wing- 
pieces  on  the  little  porticos  with  heavier  spiral 
columns  adjoining  the  cylinder  (No.  9).  But  the 
attachment  to  the  vertical  cylinder  and  the  little 
flanking  pillars  remain  a  hindrance  to  achieving 
Baroque  movement. 

In  1647/8  he  supplied  to  Sint-Baafskathedraal  in 
Ghent  a  monstrance,  whose  cylinder  was  replaced 

J 

X.  Chalice  by  Hendrik  de  Vlieger  1, 
1636.  Height:  3  1 .5  cm. 
Onze-Lieve-  Vrouwkerk,  Alsemberg. 
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by  a  round  eucharist  holder,  standing  upright  and  in 
a  frame  surrounded  by  alternating  straight  and 
flaming  rays  -  the  whole  topped  by  a  great  closed 
crown.  In  tins  he  was  the  first  Antwerp  craftsman  in 
precious  metals,  so  far  as  present  evidence  goes, 
along  with  Matheus  Melijn,  to  bring  into  fashion 
the  Baroque  type  of  monstrance  in  the  form  of  a 
sun.  But  the  full  glory  of  the  Baroque  was  still  a 
long  way  off. 


9.  Cylinder  Monstrance  by  Joos  Lesteens, 
163  1 .  Height :  1  10  cm. 
Sint-Martinuskerk,  Aalst. 


BAROQUE 

In  contrast  to  the  stream  of  known  works  by  Joos 
Lesteens,  up  to  now  there  has  been  found  only  one 
piece  of  silver  by  Wierick  Somers  the  Elder.  Even 
so,  the  records  suggest  that  he  must  have  been  a 
celebrated  silversmith.  Apparently  he  specialised  in 
the  work  of  chasing  to  such  an  extent  that  he  was 
usually  in  partnership  with  fellow-craftsmen  to 
whom  he  left  the  other  work  such  as  raising, 
casting,  stamping  and  mounting.  He  did  not  come 
from  a  family  of  goldsmiths  or  silversmiths:  he  was 
born,  c.  1585,  the  son  of  a  butcher,  Wierick  Somers 
(died  1603).  He  was  probably  apprenticed  to  the 
silversmith,  Nicolaes  Huybrechts  (died  1617)  and 
he  entered  into  matrimony  with  Huybrechts' 
daughter,  Maria,  in  160X.  Indeed,  after  his  father- 
in-law's  death,  he  lived  in  his  house  De  Clocke  on 
the  corner  of  Katelijnevestand  Beggaardenstraat.  It 
is  not  known  when  he  became  a  master-craftsman. 
His  name  does  not  appear  on  the  contributions  list 
of  1605,  but  he  did  sign  the  one  for  161 1 .  In  1633/5 
he  was  dean  of  the  corporation.  On  4  April  1645  he 
made  De  Clocke  over  to  his  son,  Wierick  11  (born 
1609),  who  was  also  a  silversmith  and  who  at  that 
stage  certainly  took  over  the  business  from  his 
father,  whose  year  of  death  has  yet  been  traced.  His 
second  son,  Nicolaes  (1611-1677),  also  became  a 
silversmith. 

The  discovery  of  his  seal,  an  oval  garland  con- 
taining a  'trade-mark'  with  '4'  and  the  initials  'sw', 
has  not  helped  to  find  anything  his  hand  created. 
For  that  matter,  the  cylindrical  monstrance  of  the 
Deanery  Church  of  Sint-Niklaas,  delivered  there  in 
1635  by  himself  and  Pieter  Jacobs  according  to  the 
records,  has  as  its  only  maker's  mark  a  Lamb  of  God 
in  a  tiny  shield,  stamped  by  Somers'  colleague.  This 
article  has  the  traditional  foot  and  stem,  but  the 
upper  portion  with  supporting  columns,  figures, 
wing  pieces  and  crowning  are  much  stronger  and 
dashing  in  effect. 

A  number  of  records  mention  work  from  the 
period  161 4-1637.  Of  great  importance  must  have 
been  the  panels  and  embossed  figures  which  he 
chased  for  the  reliquary  of  Sint-Rombout  at 
Mechelen.  His  contract  of  acceptance,  dated  16 17, 
gives  details  about  the  general  composition  and 
stipulates  that  Wierick  Somers  should  guarantee  to 
do  all  the  chased  work,  while  Hans  Thieullier  of 
Antwerp  and  Loys  van  Heze  of  Mechelen  were  to 
provide  him  with  the  flat  plates  and  to  put  the 
casting,  the  parts  to  be  raised  and  the  mounting  on 
their  account.  'As  a  manifestation  of  their  arte'  (one 
of  the  mentioned  Aarschot  vessels)  the  craftsmen 
showed  to  the  civic  authority  'a  driven  bowle 
wherein  stoode  the  three  kinges'.  In  1621  four 
Antwerp  colleagues  carried  out  a  survey  of  the 
panels  already  chased  and  embossed  and  they  were 
found  to  match  the  specifications;  however,  the 
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relief  was  so  high  that  the  plaques  had  to  be  fixed  in 
a  solid  frame.  This  outcome  testifies  to  the  accom- 
plished chasing  and  embossing  that  was  typical  of 
the  Baroque.  In  1628  the  work  was  still  unfinished 
and  Somers  seems  to  have  abandoned  it ;  at  this  stage 
he  delivered  six  small  panels  in  relief  and  two  large 
ones  as  well  as  eight  of  the  expected  figures,  for  all 
seventeen  of  which  a  sculptor  (the  text  does  not  give 
a  name)  had  provided  clay  models.  The  completion 
of  the  work  was  entrusted  to  the  silversmith 
Joachim  de  Meyer,  from  Brussels,  while  the  court 
architect,  Jacques  Franckaert  (1 582/3—165 1),  had  to 
design  the  final  model  of  the  shrine.  For  the  figures 
still  to  be  fashioned,  Robrecht  or  Andries  Colyns  de 
Nole  of  Antwerp  was  engaged;  these  sculptors 
were  also  to  chisel  a  number  of  statues  of  Apostles 
for  Sint-Romboutskathedraal  in  the  years  from 
1630  onward.  Wierick  Somers  was  still,  notwith- 
standing, to  chase  and  emboss  twenty  plaques  for 
the  roof  and  small  alcoves  for  the  statuary.  The 
reliquary  was  finally  ready  in  163  1,  but  disappeared 
into  the  melting  pot  during  the  French  occupation. 
The  only  idea  we  have  of  how  this  Baroque  shrine 
to  Saint  Romuald  looked  is  from  a  print  in  'Acta  S. 
Rumoldi  episcopi  .  .  .  et  patroni  Mechliniensium' 
by  J.  B.  Sollerius  in  1718  (No.  10).  A  drawing  of  one 
of  the  relief  plaques  belongs  to  a  private  collection 
in  Antwerp,  while  a  drawing  of  the  original  steeple 
with  a  statue  of  the  Saviour,  intended  for  the  middle 
of  the  roof,  is  in  the  municipal  archives  in  Mechelen. 

Things  went  no  better  for  Wierick  Somers  with 
another  reliquary.  The  Carmelite  Sisters  in 
Antwerp  wished  to  make  a  shrine  for  the  relic  of 
their  foundress,  Anna  a  Sancto  Bartholomco  (died 
1626).  using  money  put  at  their  disposal  by  Marie 
de"  Medici  who  sojourned  in  Antwerp  during  163 1 . 
It  is  quite  possible  that  Guilliam  van  der  Mont 
supplied  a  design,  but  the  prioress  had  negotiated  a 
contract  with  Somers  and  paid  the  quite  high  sum 
of  three  thousand  eight  hundred  and  ninety-six 
guilders  for  it.  However,  he  gave  up  the  work  in 
April  1637  and  delivered  the  plaques  already  chased 
and  embossed  together  with  all  drawings,  the 
wooden  chest  and  the  models  of  wax  or  terracotta 
for  the  statues.  This  shrine  was  confiscated  in  1783, 
sold  by  auction  in  Brussels  and  apparently  gone  for 
ever. 

Such  a  skilful  craftsman  must  also  have  made 
silver  for  domestic  use.  On  his  own  testimony,  he 
delivered  between  1630  and  1632  some  silver 
mirror  frames  and  the  silver  mounts  for  an  ebony 
cabinet,  which  went  to  Antwerp  exporters  of 
luxury  furniture.  It  is  not  beyond  the  bounds  of 
possibility  that  his  name  may  be  linked  with  similar 
or  other  articles  that  still  exist. 

More  luck  was  had  by  Matheus  Mehjn,  who 
belonged  to  a  rich  family  of  carpenters  and  master- 
builders.  He  was  baptise  'on  1  January  1589  and  for 


10.  A  print  of  the  Shnnc  ofSint  Rombout  from 
the  cathedral  of  Mechelen  with  chased  and  embossed 
plaques  by  Wierick  Somers  1,  1617-1631. 

a  few  months  in  1609  worked  as  a  journeyman  tor 
Rombout  de  Rasier,  to  whom  he  was  probably 
apprenticed.  It  seems  that  he  then  went  to  Italy  to 
complete  his  artistic  training  and  there  he  stayed. 
Dating  from  this  period  are  three  known  works 
with  pictorial  scenes  chased  in  high  reliet  with  great 
virtuosity.  Several  ot  his  heads  are  sculpted  so  that  at 
these  points  the  silver  plaque  is  cut  out  and  the 
heads,  chased  separately,  are  fixed  111.  In  the 
cathedral  at  Toledo  is  a  large  dish,  dating  from  1627, 
with  the  Rape  of  the  Sabine  Women  signed  by  him 
111  full :  'Matias  Melin  /.  Belga'.  Corresponding  to  this 
is  the  so-called  Columbus  basin  with  its  representa- 
tion of  the  departure  from  Rilos  by  Columbus 
setting  out  for  the  New  World,  part  of  the  Spinola 
collection.7  On  the  still  circular  outer  border,  there 
stand  cartouches,  with  allegorical  figures  of  the  four 
seasons  that  .ire  still  rather  Mannerist,  alternating 
with  various  fruits  between  which  putti  romp  (No. 
12).  It  would  appear  that  he  did  other  work  for  the 
Spinola  family,  proof  of  which  are  the  five  silver 
plaques  from  a  casket  which  are  kept  111  the 
Rijksmuseum  m  Amsterdam;  they  are  signed  by 
him  ami  dated  1636  (No.  1  1).  Melijn,  the  'artistick 
chaser",  produced  scenes  in  extremely  high  relief 
from  the  life  of  Ambrogio  Spinola  (1569-1630) 
who  was  military  commander  111  the  Southern 
Netherlands  during  the  years  from  1602  to  1629  in 
the  service  of  the  Archducal  couple,  Albert  and 
Isabella,  and  from  that  of  Battista  Spinola. 

After  his  father's  death  in  1639.  Mehjn  came  back 
to  Antwerp.  So  long  as  his  maker's  mark  remains 
unidentified,  there  are  only  records  to  provide 
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1 1.  Chased  and  embossed  plaque  from  a  Spinola  easket 
with  Ambrogio  Spinola  ai  the  siege  of  Gulik  in  1622 
py  Matheus  Melijn,  [636,23  x  54.5  cm. 
Kijksmuseum ,  Amsterdam. 


indications  of  his  work  in  both  silver  plaques  (in 
1 652)  and  church  plate.  Worthy  of  note  is  a  contract 
dated  1643  for  a  monstrance  to  be  supplied  to  the 
Zwyveke  convent  near  Dendermonde.  He  had  to 
follow  a  drawing  provided  (the  text  unfortunately 
omits  the  artist's  name)  and  make  a  monstrance  in 
the  form  of  a  sun  with  figures  of  angels  sculpted  in 
the  round. 

This  monstrance,  one  of  the  first  Baroque  ex- 
amples of  the  type  with  sunrays  in  the  Southern 
Netherlands,  apparently  went  into  the  melting-pot 
during  the  occupation  by  the  French  at  the  end  of 
the  eighteenth  century.  However,  what  has  been 
preserved  is  the  scene,  chased  on  copper  in  high 
relief,  depicting  the  Adoration  of  the  Magi  as. an 
epitaph  for  his  brother  (died  1646)  who  was  buried 
in  the  Dominican  church  (now  Sint  Paul's)  111 
Antwerp  along  with  his  wife.  He  himself  was  also 
buried  there  after  his  death  on  iojunc  1653. 

Melijn,  like  Wierick  Somers  the  Elder,  was  a  true 
silversmith  with  an  undoubted  preference  for 
effective  high  relief  and  pictorial,  dynamic  Baroque 
composition. 

Theodoor  Rasiers  or  Rogiers,  as  he  is  usually 
known,  was  also  a  famous  Baroque  silversmith.  1  [e 
belonged  to  Rubens'  circle  of  friends.  Anthony 
Van  Dyck  drew  in  1631  or  1 632  the  portrait  of  him, 
which  was  engraved  in  copper  by  Pieter  Clouwet. 
In  this  print  he  is  rightly  called  caelator  in  argento.  He 
was  born  in  1602  as  the  son  of  Rombout  Rasiers, 
who  has  already  been  mentioned,  and  as  early  as 
1 6 1 5  he  was  working  as  his  father's  apprentice. 
In  1 63 1  he  became  a  master-chaser  in  the  Guild 
of  Saint  Luke  and  the  following  year  he  joined 
De  Violier,  which  was  a  debating-cum-dramatic 
society.  In  1637  he  purchased  the  house  called  De 
Olytant  in  the  Meir  and  he  became  well-known  as 


12.  Basin  with  The  Departure  of  Columbus  from  Palos, 
attributed  to  Matheus  Melijn,  c.  1630. 
Galleria  Nazionale  di  Palazzo  Spinola,  Genoa. 

'Sgr  Rugier,  orfevo  sule  Merre'  even  beyond  the 
country's  borders.  His  death  probably  occurred  in 
1654. 

He  was  awarded  several  commissions  for  church 
plate  not  only  from  Antwerp  and  the  surrounding 
area,  but  also  from  Bruges  (such  as  a  new  reliquary 
tor  Sint-Donaas  in  1628)  and  from  Ghent  (like  a  set 
iif  altar  candles  for  Sint-Michielskerk  in  1639)  as 
well  as  from  Dendermonde  (a  monstrance  for  the 
collegiate  church,  also  111  1639).  But  there  is  not  a 
single  piece  to  show  for  all  his  church  plate,  since  no 
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13.  Ewer  and  basin  for  Charles  1 
by  Thcodoor  Rogicrs,  c.  1630/ 1. 

a.  Fainted  modello  by  Petei  Paul  Rubens 
with  The  Birth  oj  Venus. 

The  National  Gallery,  Loudon. 

b.  Engraving  of  the  ewer  by  Jacques  Neeffs. 
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work  mentioned  in  the  records  has  ever  been  found 
and  his  maker's  mark  has  not  yet  been  identified. 

From  the  documents  on  the  Antwerp  art  trade, 
published  by  the  municipal  archivist,  J.  Denuce,  it 
would  appear  that  both  he  and  his  father  also 
applied  themselves  to  the  chasing  of  plaques  that 
were  fitted  onto  ebony  cabinets  and  bureaux.  On 
one  occasion,  in  165 1 ,  there  is  mention  ot  the  scene 
represented:  'an  eight-sided  plate  there  Cupido  is 
schooled  in  shootinge'.  His  fame  for  this  kind  of 
work  remained  even  after  his  death,  witness  the 
mention  in  the  list  of  an  estate  in  1657:  'a  great  silver 
bureau  chased  by  Rogiers'.  Silver  mirror  frames 
also  belonged  to  this  kind  of  luxury  furniture 
destined  for  export.  However,  so  far  there  is  not  a 
single  piece  of  existing  furniture  or  detached  silver 
plaques  that  can  be  attributed  to  him  with  certainty. 
Nor  has  there  been  found  a  plaque  portraying 
Constantijn  Huygens. 

Luckily,  of  the  two  works  of  art,  with  which  his 
name  is  connected,  one  remains  and  a  design  and 
prints  illustrate  the  other.  Jacques  Nceffs  (c.  1610  - 
c.  1665)  actually  did  an  engraving  of  the  set  of  ewer 
and  basin,  which  Rubens  designed  and  Rogiers 
chased  for  Charles  1  of  England.  The  original,  so 
very  vividly  painted,  sketch  by  Rubens  still  exists  to 
demonstrate  the  quite  high  relief  demanded  of  the 
craftsman  when  fashioning  the  basin.  On  its  oval 
centre  there  is  the  Birth  of  Venus  (with  the  same 
figures  as  on  the  ivory  salt-cellar  by  Iorg  Petel  and 
Jan  Herck),  while  on  the  rim  are  swans,  dolphins, 
sea-horses,  goddesses  of  the  sea  and  gods  of  the  river 
(No.  13a).  As  a  reflected  image,  the  print  was 
undoubtedly  following  the  design  rather  than  the 
object  actually  produced.  The  engraver  has  also 
drawn  the  development  of  the  frieze  with  the 
Judgement  of  Paris,  running  round  the  body  of  the 
ewer.  The  form  of  the  vessel  is  quite  whimsical  and 
faithfully  remembers  the  Mannerist  models  that 
were  in  demand  (No.  13b).  On  the  multi-lobed  base 
lie  sculpted  mermaids;  putti  and  festoons  of  fruit  are 
on  the  upper  part  of  the  ovoid  body.  The  narrow 
neck  is  fashioned  as  a  bough,  splitting  into  two :  one 
branch  bends  forward  to  form  a  bevelled  spout, 
I  while  the  other  branch  turns  back  as  a  handle.  A  tiny 
sea-god  with  a  conch  sits  on  top  of  the  tree-fork. 
The  engraver  seems  to  have  had  some  trouble  in 
transferring  this  subject  to  copper,  as  a  result  of 
which  the  full  magnificence  of  this  ewer  does  not 
really  come  through.  It  is  all  the  more  to  be 
regretted  that  this  pair  of  Baroque  decorative 
vessels  perished  all  too  quickly. 

However,  what  have  been  preserved  are  'a  silver 
basin  with  the  ewer',  weighing  seventeen  marks  in 
all,  which  appears  in  an  inventory,  dated  1640,  of 
the  property  of  Peter  Paul  Rubens;  they  were  then 
valued  by  the  silversmith,  Joos  van  den  Heuvel.  The 
set  was  handed  down  to  the  son,  Nicolaas  Rubens, 


and  it  is  still  in  the  possession  of  a  descendant.  Baron 
de  Borrekens.  The  main  theme  of  the  washbasin, 
again  oval-shaped,  is  Susanna  and  the  Elders  (No. 
14a).  On  the  rim,  which  this  time  is  irregularly 
rounded,  the  Four  Elements  are  represented  in 
cartouches,  separated  on  the  left  by  a  triton  and  on 
the  right  by  a  sea-nymph  above  the  goat,  Amaltheia 
between  two  putti  and  at  the  bottom  an  ornamental 
monogram,  'ai'.  The  latter  may  support  the  tradi- 
tion that  this  set  was  presented  by  the  Archduchess 
Isabella  to  Rubens  after  his  diplomatic  mission  to 
Charles  1,  which  resulted  in  the  Anglo-Spanish 
treaty  of  30  November  1630.  The  ewer  (No.  14b) 
conforms  more  than  the  previous  one  to  the 
Baroque  conception,  although  the  round  base  and 
short  stem  with  embossed  decoration  are  perhaps 
fairly  traditional  still.  But  the  cylindrical  body, 
around  which  runs  a  relief  frieze  representing  the 
Birth  of  Venus,  is  more  elaborate.  The  neck  now 
wider  is  moulded  forward  to  make  a  lip  bearing  a 
mask;  around  the  neck  are  putti  with  swags  of  fruit. 
The  handle  is  fashioned  in  the  shape  of  a  sculpted 
triton  holding  a  serpent  above  his  head.  The  reliefs 
are  fairly  high,  but  the  craftsman  has  not  gone  as  far 
as  Mehjn  did;  nowhere  is  the  silver  surface  broken 
away  to  be  interrupted  by  inset  heads.  According  to 
the  year  letter  stamped  in,  the  set  dates  from  1635/6, 
a  fact  that  contradicts  the  credibility  of  its  being  a 
present  from  Isabella,  whose  death  was  in  1633.  The 
maker's  mark  has  at  times  been  interpreted  as  a 
Burgundian  fire  steel8  or  else  described  as  a  shield 
with  three  objects  that  are  indistinguishable.9  Until 
I  am  able  to  examine  these  washing  receptacles,  I 
will  not  make  any  judgement  on  this.  Yet,  if  the 
latter  explanation  has  a  ring  of  truth,  then  Rogiers 
simply  used  the  family  coat-of-arms  belonging  to 
his  Liege  ancestry:  a  shield  bearing  two  rosettes 
above  a  spearhead. 1,1 

Another  basin  with  its  ewer  for  rosewater,  from  a 
private  collection  at  Izegem,  may  also  be  compared 
with  the  Rubens  set.  On  the  round  basin,  with  a 
circular  border  on  which  there  is  a  'marine 
triumph',  is  the  maker's  mark  of  Norbert  Lesteens. 
Although  the  earliest  fact  known  about  him  refers 
to  1660,  the  basin  has  a  year-letter,  V,  which  tallies 
with  1641/2.  The  companion  ewer  has  a  small 
round  base ;  an  oval  body  with  a  frieze  of  tritons  and 
nercids  running  round  it;  a  shaped  lip  with  a  hinged 
lid  bearing  acanthus;  and  a  handle  pulled  up  high  in 
the  form  of  a  sculpted  triton  blowing  a  conch  (No. 
15).  No  maker's  mark  can  be  found  on  it,  but  the 
year-letter  'g'  is  certainly  1639/40.  There  seems  to 
be  some  difference  in  the  chasing  and  embossing  - 
stark  on  the  basin  but  flowing  on  the  ewer  -  and  also 
in  the  decoration  (no  decorative  dividing  lines  on 
the  basin  but  ornamental  mouldings  tin  the  ewer)  as 
well  as  in  the  overall  composition  -  circular  outlines 
on  the  basin  but  more  graceful  and  undulating  lines 
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on  the  ewer.  The  ewer  comes  closer  to  that  of 
Rubens'  than  it  does  to  the  basin  with  which  it  is 
now  kept.  Nevertheless,  it  is  provisionally  im- 
possible to  reach  further  conclusions  from  this 
evidence.  The  ewer  from  Izegem  likewise  illus- 
trates the  splendour  of  the  now  High  Baroque  in 
Antwerp  silver  in  the  1630s  and  thereafter. 

The  same  thing  is  illustrated  in  a  Still-life  with 
Parrot  painted  in  1636  by  the  Antwerp  painter, 
Adriaan  van  Utrecht  (1 599-1652)  and  now  in  the 
Royal  Museum  of  Fine  Arts,  Brussels.  To  the  left  in 
the  background  is  a  silversmith  at  work.  Laid  out  in 
the  foreground  is  the  entire  range  of  Antwerp 
ornamental  silverware.  One  recognises  both  articles 
that  hark  back  to  the  late  Renaissance  style  and 
stately  items  that  are  truly  Baroque  (No.  16). 

It  can  be  seen  from  this  article  that  even  in 
Rubens'  time  the  silver  of  Antwerp  was  able  to 
remain  at  high  level.  Antwerp  was  to  continue 
throughout  the  seventeenth  century,  setting  the 
trend  of  Baroque  silver  for  the  whole  of  the 
Southern  Netherlands. 

NOTES 

1 .  A  general  survey  in  L.  Voct,  'The  Golden  Age  of 
Antwerp',  Antwerp  1973.  For  Antwerp  silver  see  the 
chapters,  dealing  with  the  Netherlands  and  Erasmus 
Hornick,  inj.  Hayward,  'Virtuoso  goldsmiths  and  the 
triumph  of  Mannerism  I  540-1620',  London  1976,  as  well 
as  the  articles  by  the  same  author  in  The  Connoisseur.  1  56, 
1,964,92-96,  165-170,251-254;  158,  1965,  144-149. 

2.  This  first  report  is  based  upon  excerpts  from  many 
publications,  upon  some  personal  quotations  from  the 
original  records,  and  upon  the  critical  study  of  the 
silver-works  themselves  and  of  their  marks.  There  is  still 
some  more  work  to  be  done,  before  a  more  definite 
history  dealing  with  the  Antwerp  silver  in  the  seventeenth 
century  can  be  drawn. 

3.  Probably  the  master's  mark,  a  bird  (falcon  ?)  on  a  bough  in 
a  shield,  can  be  attributed  to  him.  It  is  struck  on  a  ewer  of 
helmet  shape,  a  Spanish  type,  without  any  chasing  from 
1634/5  ar>d  belonging  to  a  Belgian  private  collection. 

4.  R.  van  Luttervelt,  Bulletin  Koninklijk  Nederlandse 
Oudheidkundige  Bond,  series  VI,  10,  1957,  44 

5.  Compare  The  Birth  of  Venus,  grisaille  painting  on  panel,  by 
Rubens  (Duke  of  Portland.  Welbeck  Abbey),  engraved 
by  Pieter  de  Jode  11,  with  the  Venus  Anadyomene  sketch 
(British  Museum,  London). 

6.  See  K.  Feuchtmayer  -  A.  Schadler,  'Georg  Petel 
1601/2-1634',  Berlin,  1973,  98-102,  catalogue  number  14. 
illustrations  51-56. 

7.  The  design  is  ascribed  to  the  painter,  Lazzaro  Tavarone, 
by  G.  Morazzoni,  'Argentcrie  Genovese',  1951,  45-46, 
number  97,  and  P.  Rotondi,  'La  Galleria  Nazionale  di 
Palazzo  Spinola  a  Genova',  1967,  146.  In  connection  with 
the  silvcrwork,  made  in  Genoa  at  the  beginning  of  the 
seventeenth  century,  H.  MacAndrew  in  the  Burlington 
Magazine,  Volume  1  13,  1971,  4-1 1.  includes  a  silver  basin 
designed  by  Bernardo  Strozzi.  This  carries  scenes  from 
Roman  history,  and  is  probably  made  by  a  Flemish  silver- 
smith about  1625 ;  it  is  now  in  a  private  collection  in  Italy. 
J.  Hayward,  'Virtuoso  goldsmiths  and  the  triumph  of 
Mannerism  1 540-1620',  London  1976,  162,  shows  another 
basin  whose  theme  -  Columbus  receiving  gifts  from  the 
natives  of  America  -  is  connected  with  the  example 
attributed  to  Melijn.  It  would  seem  from  the  signature 
'Gio  Aelbosca  Belga  Ge(nov)a  1626'  that  it  was  also  made 
in  Genoa  by  a  Flemish  craftsman ;  it  is  now  kept  in  a 
personal  collection  in  Paris. 


15.  Ewer,  1639/40. 
Private  Collection,  lzege\ 


16.  Adriaan  van  Utr 
Still-life  with  Parrot, 
detail,  displaying 
Antwerp  silver,  1636. 
Koninklijke  Musea 
voor  Schone  Kunsten, 
Brussels. 


8.  Lithograph  by  C.  t'  Felt  with  the  article  of  P.  Genard. 
'L'aiguiere  de  Rubens',  in  Rubens  Bulletin.  1.  1885, 
opposite  page  226. 

9.  F.  Crooy,  'Trcsor  de  l'Art  flamand',  part  2.  Brussels  1932, 
109. 

10.  So  long  as  no  documents  confirm  the  traditional 
attribution  to  Theodoor  Rogiers.  there  remains  the 
possibility  that  the  washingjugs  and  basins  of  both  King 
Charles  1  and  Rubens  were  embossed  -  either  one  set  or 
both  -  by  his  father.  Rombout  Rasiers.  who  was  in  the 
service  of  the  court  at  Brussels,  just  like  Rubens. 


Piet  Boudouin  is  Director 
Provinciale  Cultuurdienst,  Antwerp, 
and  an  expert  on  silver. 


Translated  front  the  Flemish. 


260 


Two  oil  sketches  by  Rubens 


Frans  Baudouin 


Eight  years  ago  the  Bank  van  Parijs  en  de  Nederlanden  acquired  at  a  London 
auction  two  magnificent  late  oil  sketches  by  Sir  Peter  Paul  Rubens.  Fortunately, 
unlike  many  other  pendants,  these  two  sketches,  The  Rape  of  the  Sabine  Women  and 
The  Reconciliation  of  the  Romans  and  the  Sabines,  have  never  been  separated  in  the 
course  of  their  long  history  and  they  now  hang  together  in  the  Osterrieth  House 
in  Antwerp. 


The  earliest  mention  of  the  two  panels  is  found  in 
the  catalogue  of  the  auction  of  the  Prince  de 
Rubempre's  collection,  held  in  Brussels  on  1 1  April 
1765. 1  In  the  same  year  they  passed  into  the 
collection  of  the  Brussels  banker  Daniel  Danoot.  It 
was  in  his  house  that  they  were  in  1781  admired  by 
the  well-known  English  painter  and  art  theoretician 
Sir  Joshua  Reynolds,  who  noted  that  'few  pictures 
of  Rubens,  even  of  his  most  finished  works,  give  a 
higher  idea  of  his  genius'.2  We  can  still  endorse  this 
view,  even  though  we  do  not  share  Reynolds' 
preference  for  the  'finished'  painting.  Both  sketches 
left  the  Danoot  collection  in  1828.  For  over  one 
hundred  and  forty  years  they  were  in  private 
possession  in  Great  Britain,  until  they  were  sold  at  a 
London  auction  in  19693  and  brought  back  to  their 
city  of  origin,  where  they  were  painted  probably 
c.  1 63 5-1 640.  They  are  at  present  at  the  Osterrieth 
House,  a  patrician  dwelling  in  Antwerp,  where  as 
early  as  the  seventeenth  century  a  Rubens  painting 
could  be  seen  above  a  mantelpiece,4  and  where  up 
to  the  nineteenth  century  one  of  the  drawing- 
rooms  was  decorated  with  eight  tapestries  after 
cartoons  by  the  artist,  representing  The  Story  of 
AcKilles.5 

The  themes  depicted  on  these  panels  take  us  back 
to  the  earliest  legendary  history  of  Rome,  to  the 
time  of  King  Romulus.  Titus  Livius,  Cicero, 
Dionysius  of  Halicarnassus,  Plutarch  and  many 
other  Classical  authors  have  told  this  legend,  each  of 
them  in  his  own  way  and  in  various  readings, 
without  however  changing  the  core  of  the  story.6 
The  first  episode  tells  us  how  the  Romans  cun- 
ningly found  a  solution  to  the  shortage  of  women 
that  imposed  itself  in  their  country:  they  invited 
their  neighbours,  the  Sabines,  to  a  festival  in  Rome 
and  at  a  given  sign  abducted  their  guests'  wives  and 
daughters.  This  is  depicted  in  the  first  sketch.  On 
this  sketch  four  groups  can  be  distinguished.  There 
is  first  of  all  the  compact  group  in  the  centre:  a  man 


on  horseback,  helped  by  his  groom,  who  holds  the 
staggering  horse  by  the  reins,  tries  to  lift  a  young 
woman  in  a  brilliant  white  dress.  To  the  left  of  this 
scene  a  warrior  slings  his  arm  around  the  middle  of  a 
lamenting  woman  and  with  his  left  hand  pushes 
aside  an  old  woman,  who  bites  him  in  the  calf.  A 
second  group  (upper  right),  consists  of  women 
who  are  driven  together  on  a  platform  by  armed 
soldiers.  On  the  bottom  right  an  old  woman  grimly 
defends  her  daughter  against  a  warrior  and  claws 
with  her  nails  into  his  cheeks.  To  the  left  an  old  man 
assists  his  daughter  in  her  attempt  to  escape  a  soldier 
who  has  caught  her  by  the  arm  and  by  the  skirt.  In 
the  background  we  see  a  decorated  triumphal  arch, 
possibly  representing  a  town-gate,  and  an  imposing 
building  with  a  dome,  strongly  reminiscent  of  the 
Pantheon  in  Rome. 

The  second  oil  sketch,  which  Reynolds  thought 
had  more  novelty  and  was  the  more  interesting  of 
the  two,7  shows  the  following  episode  from  the 
legend.  Between  the  two  hostile  armies  -  on  the  left 
side  the  Romans,  to  the  right  the  embittered 
Sabines  -  the  Sabine  women  appear.  Two  of  them 
try  to  hold  back  the  Romans  from  the  fight :  to  the 
left  in  the  front  one  of  them  grips  a  Roman  soldier 
by  the  arm,  while  the  other  seizes  the  commander's 
horse  by  the  reins.  The  other  women  address 
themselves  to  the  Sabines  in  order  to  move  them 
into  reconciliation.  In  the  centre  of  this  group  a 
woman  sadly  advances,  noble  in  her  controlled  and 
majestic  attitude:  this  is  Hersilia,  according  to  some 
authors  the  wife  of  Romulus,  according  to  others 
the  spokeswoman  of  the  Sabines.  Juvenal,  who  was 
Rubens'  favourite  poet,  wrote  of  her  that  'chaster 
than  any  other  Sabine  woman,  [appearing]  with 
wild  hair,  she  put  an  end  to  the  war'.8  She  is  the 
woman  who  restores  peace. 

From  these  scenes  appears  once  more  Rubens' 
familiarity  with  the  world  of  the  Classics,  into 
which  he  had  been  introduced  in  his  youth  by 
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Below. 

3.  Studio  of  Peter  Paul  Rubens. 

The  Reconciliation  of  the  Romans  and  the  Sabines 

254  x  341  cm. 

Alte  Pinakothek,  Munich. 


Above. 

1.  Peter  Paul  Rubens. 

The  Reconciliation  oj  the  Romans  and  the  Sabines. 

detail  of  colour  b,  c.  1635-1640, 

panel,  55.5  x  86.5  cm. 

The  Osterrieth  House,  Antwerp. 


Below. 

2.  Peter  Paul  Rubens. 

The  Rape  of  the  Sabine  II  omen. 

early  1630s, 

panel.  1  70  x  236  cm. 

The  National  Gallery,  London. 


Colour. 

a.  Peter  Paul  Rubens] 
The  Rape  q)  the  Sabine 
c.  1 63  5- 1 640, 

panel.  56  x  87  cm. 
The  Osterrieth  House 
Antwerp. 

b.  Peter  Paul  Ruben 
The  Reconciliation  oj  th 
Romans  and  the  Sabine 

c.  1635-1640. 
panel,  55.5  x  86.5  cm 
The  Osterrieth  House, 
Antwerp. 


262 


Two  oil  sketches  by  Rubens 


4.  Peter  Paul  Ruben 
Minerva  protects  Paxji 
1629/30,  203.5  x  298I 
The  National  Gallery, J 


the  headmaster  Rumoldus  Verdonck  of  the 
'papenschool'  (the  'papist'  school)  next  to  Antwerp 
Cathedral  and  in  which  he  indulged  all  his  life. 
Evidence  of  this  is,  among  other  examples  the 
occurrence  in  Rubens'  letters  of  many  quotations 
from  Greek  and  Latin  authors,  some  of  whom  are  at 
present  known  only  to  specialists.  Significant  in  this 
respect  is  the  account  given  by  a  contemporary  of 
his  visit  to  Rubens  in  1621  :  while  he  was  at  work, 
the  master  had  a  lector  to  read  from  Tacitus  to  him. 
Later  the  artist  had  his  guests  guided  around  the 
house  to  show  them  the  antiquities  and  the  Greek 
and  Roman  statues  which  he  possessed  in  great 
number.9  In  this  era  of  Christianised  humanism, 
about  which  Maurits  Sabbe  wrote  in  an  illuminat- 
ing way,10  Rubens  shared  his  enthusiasm  for 
antiquity  with  many  of  his  learned  contemporaries. 
But  who  among  them  would  have  been  able  to  call 
up  before  people's  minds  the  events  from  the 
earliest  history  of  the  Urbs  in  this  way?  The 
sketches  are  at  the  same  time  historically  accurate,  in 
the  picturing  of  the  armours,  and  yet  so  very 
suggestive  of  the  emotions ;  so  utterly  realistic  in  the 
horrors  of  some  parts,  and  inspiredly  idealising  in 
the  vision  of  the  whole ;  capturing  the  turmoil  of  the 
story  in  the  dashing  rhythm  of  the  composition, 
which  yet  has  been  built  up  in  a  balanced  and 
considerate  way;  dramatic  and  at  the  same  time 
exultant  in  its  blazing  colours. 

Rubens  has  more  than  once  pictured  the  themes 
of  The  Rape  of  the  Sabine  Women  and  of  The 
Reconciliation  of  the  Romans  and  the  Sabines.  The  best- 
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known  example  of  the  first  theme  is  the  large 
painting  in  the  National  Gallery  in  London, 
which  originated  in  the  early  1630s.11  The  Alte 
Pinakothek  in  Munich  has  a  large  canvas  represent- 
ing The  Reconciliation  of  the  Romans  and  the  Sabines, 
which  is  clearly  not  by  Rubens'  hand.12  It  was 
painted  in  his  studio,  much  earlier  than  the  sketch  at 
the  Osterricth  House.  Where  the  latter  shows  a 
certain  similarity  in  the  composition  with  the 
painting  in  Munich  it  has  to  be  considered  as  a 
reworking  of  one  of  Rubens'  earlier  compositonal 
ideas. 

The  question  may  be  raised  whether  or  not  the 
artist  painted  the  two  sketches  only  with  the  aim  of 
visualising  the  old  legend,  out  of  a  pure  'Lust  zum 
Fabulieren'.  A  deeper  meaning  may  be  hidden 


5.  Peter  Paul  Rubei> 
Minerva  and  Hercules 
driving  away  Mars, 
c.  mid  1630s, 
panel,  35  x  53  cm. 
Brod  Gallery,  London 
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behind  the  contrast  between  the  first  scene,  a  fierce 
fight,  and  the  second,  in  which  peace  is  restored.  For 
the  idea  of  war  and  peace  repeatedly  inspired 
Rubens  in  the  last  ten  years  of  his  life,  in  which  these 
sketches  were  made,  to  works  in  which  that  very 
same  deep-rooted  desire  for  peace  is  expressed 
which  is  also  revealed  in  several  of  his  letters.  We 
have  in  mind  here  in  the  first  place  the  grandiose 
Minerva  protects  Pax  from  Mars  at  the  National 
Gallery  in  London,  which  he  painted  in  London 
in  1629/30  for  Charles  1,  with  whom  he  had 
negotiated  on  the  concluding  of  a  peace  treaty 
between  Spain  and  England.13  In  1637  Rubens  was 
commissioned  by  the  Grand  Duke  of  Tuscany  to 
paint  The  Horrors  of  War,  a  painting  which  is  still  at 
the  Galleria  Pitti  in  Florence.14  No  less  revealing  of 
his  feelings  towards  war  is  his  picturing  of  Minerva 
and  Hercules  chasing  Mars  at  the  Cabinet  des  Dessins 
of  the  Louvre,15  as  well  as  a  related  oil  sketch  at 
an  art  dealer's  in  London16  and  another  one,  which 
has  only  been  fragmentarily  preserved,  at  the 
Boymans-van  Beuningen  Museum  in  Rotterdam. 17 
Finally  mention  should  also  be  made  of  the  Allegory 
oj '  War  and  Peace  in  Munich,18  which  also  dates  from 
the  'thirties,  which  is  however  not  by  Rubens'  own 
hand.  The  idea  of  war  and  peace  is  expressed  in  all 
these  works  by  means  of  allegorical  or  mythologi- 
cal characters.  Such  personages  do  not  appear  on  the 
two  sketches  at  the  Osterrieth  House,  but  neverthe- 
less it  seems  not  impossible  that  these  themes  from 
Roman  history  too  should  be  related  to  Rubens' 
musings  on  the  benefits  of  the  much  desired  peace. 

During  the  last  ten  years  of  his  life  Rubens  was 
less  pre-occupied  with  working  on  large-size  reli- 
gious or  profane  scenes.  Larger  commissions  he 
usually  entrusted  to  his  collaborators,  who  painted 
the  large-size  canvases  after  his  designs.  It  looks  as  if 
the  artist  at  that  time  wanted  to  disengage  himself  to 
be  able  to  paint  for  his  own  pleasure,  subjects  that 
occupied  his  mind  and  that  fascinated  him,  mostly 
on  small  and  middle-size  canvases.  These  last  years 
are  rightly  called  his  'lyrical'  period.  It  is  at  the  same 
time  his  most  intimate.  Never  was  his  colouring 
more  brilliant  and  ardent.  Throughout  the  prece- 
ding years  Rubens  gathered  a  treasure  of  forms, 
from  which  he  drew  at  will.  His  hand  was  so  skill- 
ed, that  he  could  accurately  and  without  the  least 
difficulty  fix  from  his  creative  imagination  the  most 
daring  compositions  on  to  the  canvas.  A  few  strokes 
of  his  brush  sufficed  to  draw  the  outline  of  a  figure, 
some  touches  of  colour  to  give  it  full  relief  and 
expression.  In  some  places  in  these  two  sketches  it 
seems  as  if  the  brush  has  hardly  touched  the  panel 
and  nevertheless  this  is  sufficient  to  call  up  certain 
forms  and  certain  moods.  A  sparse  use  of  means  has 
created  here  a  maximum  of  dramatic  intensity  and 
harmonious  beauty. 
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The  Ruckers  family 

and  other  harpsichord  makers 

in  Antwerp  in  the  sixteenth  and  seventeenth  centuries 
Jean n ine  Lam b rech ts-Do uillez 

By  the  1630s,  the  Ruckers  family  were  established  as  the  leading  makers  of 
harpsichords  and  other  stringed  instruments  in  Antwerp.  The  reputation  of 
Joannes  Ruckers  was  as  high  as  that  of  Rubens,  and  like  the  painter,  he  received 
commissions  from  several  courts  in  Europe. 


The  virginal  I  do  pitch  upon  is  an  excellent  piece, 
made  by  Johannes  Rickarts  att  Antwerp  .  .  .  The 
Virginal  was  made  for  the  latte  Infante,  hath  a  faire 
picture  on  the  inne  side  oj  the  Covering,  representing 
the  Infantas  parke ,  and  on  the  opening,  att  the  part 
were  played,  a  picture  of  Rubens  representing  Cupid 
and  Psiche  .... 

This  was  written  in  January  1637-1638  by 
Balthasar  Gerbicr  in  Brussels  to  Sir  F. 
Windebank,  Secretary  of  State.  It  is  obvious  that  the 
court  of  Charles  1  wished  to  possess  an  instrument 
by  Joannes  Ruckers  from  Antwerp.  At  first  sight 
one  may  be  inclined  to  think  that  once  more  the 
good  relations  of  Peter  Paul  Rubens  and  the  British 
court  were  the  major  reason  for  the  acquisition  of  an 
instrument  made  by  Ruckers  in  Antwerp  and 
partly  decorated  by  Rubens.  The  correspondence 
goes  on  and  contains  technical  discussions  on  the 
instrument  itself:  'If  the  Instrument,  for  sounde  & 
goodnesse,  be  right,  I  do  not  much  respect  the 
accessories  of  ornament  or  paintings,  &  therefore  if 
yu  can  meet  with  a  very  good  one  pleine  &  without 
these  curiousities,  I  shold  rather  make  choice  of  such 
one.  .  .'.  We  may  conclude  that  it  was  probably  the 
reputation  of  the  fine  qualities  of  these  instruments 
that  made  them  desirable  to  the  English  court. 

We  find  the  name  of  Joannes  Ruckers  together 
with  that  of  Rubens  in  another  document  of  1623 
mentioning  those  who  were  exempt  from  per- 
forming duties  in  the  civic  guard.  Their  names  are 
among  those  artists  who  carried  out  duties  at  court 
including  Jan  Breugel,  Robrecht  de  Nole  and 
Rombout  Rasiers.  These  two  contemporary  wit- 
nesses of  both  artists,  Rubens  and  Ruckers,  prove 
the  existence  of  well  established  reputations.  This  is 
not  necessary  of  course  for  Rubens,  but  the  signifi- 
cance of  his  contemporary  Joannes  Ruckers 
(Antwerp,  1 578-1642)  is  not  always  so  obvious. 
The  name  Ruckers  does  not  only  stand  as  a  symbol 
for  very  fine  craftsmanship,  but  also  as  the  inventor 


of  many  structural  innovations  to  the  instrument 
that  was  called  the  harpsichord.  With  the  lute  it  was 
the  typical  plucked  string  instrument  for  musical 
performances  in  the  sixteenth  and  seventeenth 
centuries.  As  such  it  reflects  in  all  the  musical  world 
the  ideal  tone  qualities  for  the  music  of  Rubens' 
time. 

When  Pierre  Trichet  in  his  treatise  on  musical 
instruments  in  1640  mentions  the  harpsichord  he 
says  that  it  is  a  new  instrument.  The  instrument 
played  during  the  seventeenth  century  was  the 
outcome  of  an  evolution  that  started  in  the  sixteenth 
century.  The  earliest  known  harpsichords  are 
Italian  and  date  from  the  first  half  of  the  sixteenth 
century.  It  is  difficult  to  find  out  when  the  first 
harpsichord  was  made  in  Antwerp  and  where  the 
craft  came  from.  For  this  survey  I  have  tried  to  use 
all  available  documents.  Historical  facts  can  be 
found  in  the  ledgers  of  the  Sint  Lucasgilde,  a  guild 
including  all  kinds  of  artists.  Among  these  we  find 
during  the  first  half  of  the  sixteenth  century  the 
names  of  instrument  makers  and  it  is  interesting  to 
see  how  their  description  changed  in  this  early  stage. 

The  first  harpsichord  builder  ever  to  be  listed  in 
this  Guild  is  'Joos  Kerrest,  clavecordmaker'  in  1523. 
There  are  no  surviving  instruments  from  that 
period  and  we  can  only  consult  iconographic 
documents.  Evidence  of  playing  instruments  called 
'clavichords'  can  be  found  even  at  the  end  of  the 

Colour. 

Harpischord  byjoanncs  Ruckers,  Antwerp,  1640.  The 
paintings  on  the  lid  are  attributed  to  a  master  from  the 
Antwerp  school  of  the  seventeenth  century:  in  front  is  the 
Parnassus  with  Apollo  and  the  Muses;  the  main  part  shows 
the  contest  between  Apollo  and  Pan.  The  chinoiseries  on  the 
outer  case  arc  probably  an  addition  of  the  eighteenth  century. 
The  instrument  was  recently  restored  by  Kurt  Wittmayer. 
This  is  the  kind  of  harpsichord  called  'virginall'  in  those  days 
that  was  probably  ordered  for  England.  Since  the  original 
instrument  with  paintings  by  Rubens  has  never  been  found, 
this  instrument  ordered  in  Germany  around  the  same  period 
gives  an  excellent  idea  of  the  instruments  made  byjoannes 
Ruckers  with  elaborate  decoration. 

Count  Landsberg-Velen,  Munstcr.  Photograph:  Kurt  Wittmayer. 
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1.  Jan  van  Hemessen. 

Girl  playing  a  clavichord,  dated  1534. 

Worcester  Art  Museum,  Worcester,  Massachusetts. 

fifteenth  century  when  young  duchesses  at  the 
Burgundian-Habsburg  court  in  the  Netherlands 
were  taught  to  play  these  instruments.  No  one  \fill 
ever  be  able  to  describe  exactly  the  inner  con- 
struction of  such  an  instrument  since  the  material 
evidence  is  lacking.  Girl  playing  a  clavichord  by  Jan 
van  Hemessen  (No.  1),  dated  1534  gives  a  good 
idea  of  the  instrument  that  Joos  Kareest  was  build- 
ing. When  van  Hemcssen's  daughter  Catharina 
painted  a  similar  subject  in  1548  (No.  2),  several 
differences  in  style  and  composition  are  noticeable. 
For  our  purpose  it  is  obvious  that  a  different 
instrument  is  represented :  it  is  no  longer  a  clavi- 
chord but  a  polygonal  virginal  with  a  type  of 
decoration  that  we  will  still  find  on  the  harpsichord 
during  the  first  half  of  the  seventeenth  century :  an 
arabesque  with  black  dolphins  on  a  light  back- 
ground. There  is  a  virginal  (No.  3)  by  'Joes  Kareest' 
of  1548  in  the  Brussels  Museum;1  it  does  not  show 
that  decoration  and  is  related  from  a  structural  point 
of  view  to  the  instrument  made  by  Hans  Midler  in 
Leipzig  in  1537.  The  instruments  depicted  by  Jan 
van  Hemessen  and  Catharina,  his  daughter,  show 
very  definite  differences  which  prove  that  the 
model  was  painted  from  an  existing  instrument. 
Furthermore  Joes  Kareest  and  Jan  van  Hemessen 
were  both  members  of  the  same  Lucasgilde,  the 
former  from  1523  and  the  latter  from  1535.  Joes 
Kareest,  called  clavichord  maker  in  1523,  was 
obviously  making  harpsichords  by  1548.  That  his 
instruments  were  inspired  by  German  examples  is 
easy  to  understand  if  one  tales  into  account  that  his 
origin  was  Cologne  as  was  written  on  the  1548 
instrument. 

The  description  'harpsichord  maker'  occurs  for 
the  first  time  in  the  ledgers  of  the  Sint  Lucasgilde  in 
1550  -  'clavesingelmaker'  -  as  the  profession  of 
Cristoffel  Blomsteen.  His  father  Merten  and  grand- 
father Roelof  were  previously  mentioned  as  'clavi- 
chord builders';  Roelof  even  worked  in  the  work- 
shop of  Joos  Kareest.  From  the  middle  of  the 
sixteenth  century  the  evolution  progressed  rapidly. i 
In  1  557  ten  harpsichord  builders  sent  a  request  to  the 
city  authorities  asking  to  be  recognised  as  such  in  the 
Guild  of  Saint  Luke.  The  first  one  on  the  list  is  Joos 
Kareest,  then  comes  Maarten  Blomsteen,  Jacop 
Theeuwes,  Aelbrecht  van  Neer,  Hans  Bos, 
Christoffel  Blomsteen,  Goosen  Kareest,  Jacob 
Aelbrechts,  Marten  Van  der  Biest  and  Lodewijk 
Theeuwes.  Apart  from  these  builders  mentioned  in 
this  request  other  names  are  listed  in  the  ledgers. 

2.  Catharina  van  Hemessen. 
Young  lady  playing  a  virginal,  dated  1 548. 
It  is  sometimes  said  that  the  young  lady 
represents  Catharina  van  Hemessen. 
Wallraf-Richartz  Museum  und  Museum  Ludwig,  Cologne. 
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3.  Virginal  'Iocs  Karccst  Decolonia'  1  548. 
There  is  a  great  similarity  with  the  instrument 
represented  by  Catharina  van  Hemesscn. 
Museum  of  Musical  Instruments,  Brussels. 

This  suggests  great  activity,  but  very  few  instru- 
ments still  exist.  A  big  chance  occurred  with  the 
listing  in  1579  of  Hans  Ruckers.  More  evidence 
brings  proof  of  the  activity  developed  by  this 
workshop:  we  know  of  five  instruments  from  this 
workshop,  which  are  all  of  the  virginal  type  (No. 
4).  The  earliest  evidence  of  Hans  Ruckers  in 
Antwerp  is  his  wedding  certificate  in  1 575.  By  1585 


4.  Double  virginal  of  the  'mother-and-child'  type 

by  Hans  Ruckers  1,  1 58 1 .  It  is  the  oldest, 

extant  instrument  from  the  Ruckers'  workshop. 

There  are  two  keyboards  with  an  equal  number  of  keys;  the 

right  one  belonging  to  the  big  instrument.  The  left  keyboard 

belongs  to  a  smaller  instrument  that  can  be  taken  out  ot  the 

case  of  the  larger  instrument  and  placed  on  top  of  the  big 

instrument.  The  strings  of  the  smaller  instrument  are  shorter 

than  those  of  the  bigger  instrument. 

It  is  said  that  this  double  virginal  was  ordered  by  Philip  11 
and  presented  to  the  Marquise  of  Oropesa  ( The  Connoisseur 
published  it  in  1916,  Volume  45).  It  was  then  kept  in  a  chapel 
of  a  country  estate  in  Cuzco,  Peru. 
Metropolitan  Museum  of  Art,  New  York  ; 
Gift  ofB.  H.  Homan,  1929. 
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documents  show  that  he  already  had  a  well  estab- 
lished reputation  and  that  workmen  were  active  in 
hiN  workshop.  Unfortunately  his  death  in  1 598  left  a 
widow,  Adriana  Cnaeps,  with  numerous  young 
children.  It  is  most  probable  that  good  craftsmen 
kept  the  workshop  going,  allowing  enough  time 
.for  the  eldest  sons  to  become  themselves  excellent 
craftsmen.  From  1 597  this  workshop  was  situated  in 
a  house  called  the  Clavesimbale  in  the  Jodestraat, 
very  near  the  Wapper  where  111  the  seventeenth 
century  Rubens  settled  in  his  own  very  elaborate 
house. 

When  Adriana  Cnaeps  died  in  1 604  a  young  man 
called  Joannes  II  Ruckers  took  over  as  head  of  the 
family  and  of  the  workshop.  By  that  time  only  five 
of  Hans  Ruckers"  children  were  still  alive,  three  of 
them  under  age.  Born  in  1578  Joannes  11  married 
Maria  Waelrant,  a  musician's  daughter,  and  in  1608 
he  became  the  sole  proprietor  of  the  workshop  by 
partition.  When  his  only  daughter  married  in  1636, 
the  dowry  showed  that  he  was  quite  wealthy. 

His  brother  Andreas  1  born  in  1 579  also  became  a 
well-known  harpsichord  builder,  but  we  do  not 
know  where  he  settled  in  Antwerp  after  his  brother 
had  taken  over  the  workshop  in  the  Jodestraat. 
These  two  brothers  Joannes  and  Andreas  produced 
an  enormous  number  of  harpsichords;  even  today 
approximately  a  hundred  instruments  survive2  If 
one  considers  that  in  art  and  in  this  case  in  music, 
fashion  causes  more  destruction  than  anything  else, 
the  number  of  harpsichords  remaining  is  very  high. 
This  leads  to  the  conclusion  that  it  was  not  the 
production  of  a  single  man  but  of  a  well  organised 
workshop,  employing  several  craftsmen. 

A  musical  instrument  is  an  ingenious  piece  ot 
craftsmanship,  but  its  art  only  becomes  fully  evi- 
dent when  the  instrument  is  played.  To  us  an 
historical  instrument  is  the  best  medium  for  listen- 
ing to  music  contemporary  with  the  date  of  the 
instrument.  Music  of  another  period,  let  us  say  of 
the  eighteenth  century  cannot  be  played  on  an 
instrument  of  the  seventeenth  century;  the  scale  of 
sound  required  is  larger.  But  even  in  the  eighteenth 
century  the  fame  of  Ruckers  was  so  great  that  in 
France,  fqr  instance,  harpsichord  builders  made 
fakes,  signing  the  instruments  with  the  well-known 
Ruckers  rose  in  the  soundboard.  This  seems  to  have 
been  more  profitable  for  these  builders  than  con- 
structing new  models.  They  very  often  used  the 
wood  of  old  instruments  but  completely  rebuilt 
them. 

The  production  of  the  Ruckers  workshop  must 
be  considered  in  relationship  to  the  international 
importance  of  their  instruments.  First  of  all  it  is 
necessary  to  point  out  that  the  instruments  made  by 
Ruckers  were  completely  different  in  their  con- 
struction from  the  principles  that  we  meet  in  the 
Kareest  virginal.  Their  instruments  have  a  typical 


Flemish  way  of  building  as  shown  in  the  few 
surviving  instruments  made  by  Hans  1  Ruckers' 
contemporaries.  Examples  are  the  virginal  by  Hans 
Bos,  preserved  in  the  Convente  de  Santa  Clara  at 
Tordesillas,  the  one  by  Maarten  van  der  Biest  in  the 
Germanisches  Nationalmuseum  in  Nuremberg  and 
the  instrument  by  Hans  Grauwels  111  the  Brussels 
Museum  of  musical  instruments.  The  virginal,  a 
keyboard  instrument  with  plucked  strings,  with 
strings  crossing  the  keys  and  with  only  one  string 
per  key  and  four  octaves,  is  the  typical  instrument  in 
the  second  half  of  the  sixteenth  century.  From  about 
1600  the  harpsichord  appears.  It  is  wing  shaped, 
with  one  keyboard  in  the  beginning  and  later  two; 
strings  run  in  the  same  direction  as  the  keys  and  at 
first  there  are  two  strings  and  later  on  (from  c.  1650) 
three  strings  per  key;  the  wing  shape  is  adapted  to 
the  different  length  of  strings:  long  ones  for  bass 
notes  on  the  left  and  shorter  ones  for  higher  notes  on 
the  shorter  side. 

This  instrument  was  a  novelty,  produced  in  great 
numbers  by  the  Ruckers  in  Rubens'  days.  It  was 
such  an  instrument  that  was  ordered  by  the  British 
Secretary  of  State  in  the  correspondence  quoted 
above.  The  instrument  must  also  have  been  popular 
in  France,  since  the  inventories  of  Parisian  work- 
shops in  the  eighteenth  century  mention  many 
Ruckers  harpsichords.  Could  there  be  a  better  way 
ot  proclaiming  the  reputation  of  these  harpsichord 
builders  than  by  the  quotation  in  the  'Encyclopedic 
methodique'  from  the  1788  edition:  'Lcs  meilleurs 
clavecins  qu'on  ait  eus  jusqu'ici  pour  le  bon  son  de 
l'harmonie,  sont  ceux  des  trois  Ruckers  (Hans,  Jean 
et  Andre)  ainsi  que  ceux  dejean  Couchet,  qui,  tous 
etablis  a  Anvers  dans  le  siecle  passe,  ont  fait  unc 
immense  quantite  de  clavecins,  dont  il  y  a  a  Paris  un 
tres  grand  nombre  d'originaux  rcconnus  pour  tcls 
par  les  vrais  connaisseurs'  ? 

These  instruments  were  also  exported  in  great 
numbers  to  a  third  neighbouring  country,  Holland. 
The  greatest  tribute  to  their  reputation  in  this 
country  is  the  way  in  which  virginals  and  harpsi- 
chords became  part  of  Dutch  homes.  These  homes 
are  so  delicately  shown  by  the  greatest  masters  of 
Dutch  painting  in  the  seventeenth  century:  how 
many  music  lessons  and  music  making  subjects 
were  illustrated  by  masters  such  as  Vermeer,  Jan 
Steen,  Terborch  and  many  others.  We  recognise 
the  details  in  these  instruments:  they  are  the  same  as 
those  we  can  still  find  in  existing  instruments  made 
in  Antwerp  during  the  first  half  of  the  seventeenth 
century. 

As  an  export  product  to  musical  Europe  and  the 
world  we  know  that  Antwerp  instruments  were 
sent  to  Spain  and  even  to  South  America.  Every- 
where the  same  name  appears:  Ruckers.  Were 
there  no  other  builders  apart  from  Joannes  and 
Andreas  Ruckers?  It  is  important  to  point  out  that 
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5.  Virginal  by  Joannes  Couchet,  1650. Joannes  Couchet, 
nephew  ofjoannes  Ruckers  11  worked  in  Ins  w  orkshop  and 
continued  the  work  of  Ins  uncle  and  grandfather.  I  Ins 
instrument  carries  the  coat-of-arms  of  the  Rockox  family. 
Nicolas  Rot  ko\  w  .is  a  friend  of  Rubens. 
The  lid  shows  .1  view  of  Antwerp  from  the  left  bank  of  the 
Scheldt  showing  the  tower  of  the  cathedral. 
Museum  Vleeshuis,  Antwerp. 

the  Hans-Joannes  workshop  went  on  tor  a  third 
generation  led  by  the  grandson  of  Hans  and 
nephew  of  Joannes :  Joannes  Couchet  (1615-1655) 
(No.  5).  He  must  have  been  very  gifted,  since  he 
chose  the  profession  of  harpsichord  builder  rather 
than  that  of  medical  doctor  like  his  father  Carolus 
Couchet.  When  his  mother  Catherina  Ruckers, 
sister  ofjoannes,  died  he  found  a  new  home  with  his 
uncle.  As  a  young  boy  he  was  raised  in  the  house 
bought  by  his  grandfather  in  the  Jodestrate,  where 
the  world's  most  famous  harpsichord  workshop 
was  situated.  Only  about  five  instruments  signed  by 
Joannes  Couchet  are  known.  By  his  cousin  Andreas  11 
Ruckers  (1607— before  1667)  there  are  only  about 
ten  instruments;  by  the  sons  ofjoannes  Couchet  the 
number  of  instruments  is  even  less  and  the  son  of 
Andreas  11,  Joannes  Ruckers  in,  was  no  longer  a 
harpsichord  builder. 

In  addition  to  these  members  of  the  Ruckers 
family  other  builders  are  known  from  the  ledgers  of 
the  Sint  Lucasgilde:  the  Britsen  family,  Michiel 
Colyns,  the  Hagaerts  family,  Thomas  Watson, 
Gommaer  van  Everbroeck  and  Reynier  Leunis. 
Very  few  instruments  or  none  at  all  are  known  to  be 
by  these  masters  and  yet  we  know  for  instance  that 
Cornclis  Hagaerts  had  a  workshop  and  that  he 
delivered  some  material  (wood)  to  his  son  for  which 
payment  was  due.  Some  connection  with  the 
Ruckers  workshop  with  Simon  Hagaerts  and  Joris 
Britsen  was  proved  by  written  documents.  We  may 
therefore  assume  that  harpsichord  making  was  their 
main  occupation  but  comparison  with  the  pro- 
duction of  the  Ruckers  workshop  leads  us  to 
conclude  that  the  latter  controlled  the  major  part  of 
this  craft. 

These  harpsichords  were  made  of  lime  or  linden, 
I  and,  while  this  wood  has  proved  to  be  ideal  for  the 
building  of  these  instruments,  it  is  obvious  that  the 
wood  had  to  be  decorated  to  complete  the  aesthetic 
whole.  Two  types  of  decoration  have  to  be  con- 
sidered :  first  the  basic  need  to  cover  the  wooden 
parts  with  decorative  elements  and  in  the  second 
place  the  more  elaborate  decoration  done  by  a 
master.  Among  these  the  most  famous  one  is 
Rubens  as  mentioned  in  the  beginning  of  this 
article.  We  may  also  point  out  that  Daniel 
Fourment,  the  father  of  Rubens'  second  wife, 
owned  a  Ruckers  harpsichord. 

Names  of  other  masters  can  be  found  in  docu- 
ments: Frans  Francken,  the  younger,  Frans  Borsse, 


Otto  van  Veen,  Daniel  de  Vos,  Maarten  de  Vos  and 
one  of  the  Snellincks.  Elaborate  paintings  were 
often  found  in  the  lids  of  virginals  in  a  rectangular 
shape  or  on  the  wing-shaped  cover  of  the  harpsi- 
chord (No.  7).  When  the  instruments  could  no 
longer  be  used,  these  lids  were  often  kept.  They  can 
sometimes  be  found  hanging  in  museums  -  the  size 
and  shape  of  these  paintings  can  only  be  explained 
by  their  history  as  part  of  a  keyboard  instrument. 

The  other  decoration  covering  the  wooden  parts 
was  done  in  several  ways.  For  the  outer  case  usually 
marbled  painting  was  used.  This  was  the  general 
fashion  for  other  furniture  in  Antwerp.  Strips  of 
printed  paper  black  on  white  background  or  the 
other  way  around  were  used  above  the  soundboard 
(No.  6),  on  the  inner  side  of  the  case  and  also  above 
the  keyboard  (No.  8).  These  typical  arabesques  are 
well-known  in  the  Antwerp  decorative  arts  of  the 
sixteenth  century.  Some  comparison  can  be  made 
with  tiles;  workers  in  ceramics  were  also  members 
of  the  Sint  Lucasgilde.  The  subject  of  one  of  the 
most  famous  tile  pictures  made  in  Antwerp  in  1 547 : 
Paul  on  the  road  to  Damascus  is  also  found  on  the 
inside  of  the  lid  of  a  harpsichord  made  by  Joannes 
Ruckers  in  the  beginning  of  the  seventeenth  cen- 
tury and  now  in  the  Berlin  collection  (No.  9).  The 
arabesques  were  inspired  by  the  model  books  that 
were  in  current  use  in  the  workshops  of  the 
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6.  Strip  of  printed  paper  used  above  the  soundboard. 
Below  left. 

7.  Harpischord  by  Joannes  Ruckers.  1642.  The  painting  on 
the  lid  could  have  been  completed  in  the  second  half  of  the 
seventeenth  century  after  the  instrument  left  the  workshop. 
It  is  one  of  the  most  elaborate  decorated  instruments  still 
existing.  Several  attributions  were  made:  Pieter  van  der 
Werff.  Bertholet  Flemalle  or  even  Gerard  de  Lairesse. 
Hugh  Gough,  Xew  York. 

sixteenth  and  seventeenth  centuries,  be  it  for 
furniture,  ceramics,  glass  or  harpsichord  decor- 
ation. There  is  for  instance:  Balthasar  Sylvius, 
'Variarum  protactionum  quas  vulgo  Marusias 
vocant  libellus".  printed  in  1554,  or  Francisque 
Pellegrm,  'La  fleur  de  la  science  de  pourtraicture; 
patrons  de  broderie,  facon  arabicque  et  ytalique", 
printed  in  1530. 3 

A  peculiarity  of  the  decoration  of  these  Flemish 
instruments  is  the  painting  with  tempera  on  the 
soundboard  (No.  10),  depicting  scattered  flowers, 
insects  and  fruit  in  the  style  of  the  Antwerp  painters 
of  this  period.  On  this  subject  we  may  draw 
attention  to  the  fact  that  Anna  Ruckers,  daughter  of 
Andreas  1  was  married  as  second  wife,  to  Joannes 
Davidsz.  de  Heem  (No.  n).4  Other  painters  were 
also  related  to  the  Ruckers  family :  Jacob  Jordaens, 
whose  sister  became  sister-in-law  of  Andreas  I 
Ruckers.  A  lesser  known  painter  but  important 
man,  as  dean  of  the  Sint  Lucasgilde,  Eduart  Snayers, 
was  married  to  Maria  Ruckers.  only  daughter  of 
Joannes  11  Ruckers.  Last  but  not  least  there  is 
Adnanus  Ruckers,  brother  ofjoannes  n,  by  whom 
he  was  raised  after  their  mother's  death,  mentioned 
as  a  painter,  but  not  listed  in  the  ledgers  of  the  Sint 
Lucasgilde.  This  lesser  known  member  of  the 
Ruckers  family  perhaps  took  a  major  part  in  the 
ordinary  decoration  of  the  instruments,  being  in- 
spired by  the  models  of  his  other  relatives  (nephews 
or  in-laws  who  were  painters),  if  not  by  other 
painters  of  the  Antwerp  school. 

Ruckers  instruments  had  a  great  international 
reputation  in  the  seventeenth  century  and  also  later. 
They  were  a  typical  product  of  the  arts  and  crafts  in 
Rubens'  time.  Today  with  the  revival  of  Baroque 
music  the  Antwerp  harpsichord  stands  as  an  exam- 
ple of  good  craftsmanship.  Music  in  Rubens'  day 
can  be  better  understood  by  hearing  the  sound 
produced  by  the  instruments  made  in  Antwerp  in 
that  period.5 


Dr.  Jeannine  Lambrechts-Douillez 
is  Associate  Curator, 
Museum  Vleeshuis,  Antwerp. 

8.  Strip  of  printed  paper  that  decorated  the  inside 
of  the  harpsichords,  mostly  above  the  keyboard. 
This  model  was  taken  from  an  instrument  of  1644. 
The  same  decoration  with  dolphins  appeared  already 
on  the  painting  of  Catharina  van  Hemessen. 
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10.  Detail  of  a  soundboard  of  a  harpsichord  made 

by  Andreas  II  Ruckers  in  1646. 

The  soundboard  was  always  decorated 

with  flowers,  fruit  and  sometimes  a  bird. 

Museum  Vleeshuis,  Antwerp. 
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9.  Harpsichord  with  spinet  by  Joannes  Ruckers  11,  no  date, 
beginning  of  the  seventeenth  century.  This  instrument  has  a 
rectangular  case  with  two  instruments:  a  harpsichord  with  the 
keyboard  on  the  small  side  of  the  case  and  a  small  instrument 
with  shorter  strings  built  in  the  bent-side  of  the  harpsichord. 
The  inside  of  the  lid  is  decorated  with  a  painting  inspired  by 
an  Italian  artist  Salviati.  The  same  subject  treated  in  a  similar 
way  is  shown  in  a  tile  composition  made  in  Antwerp  and 
dated  1547.  This  proves  clearly  that  patterns  were  common  in 
different  workshops  in  Antwerp;  they  lasted  for  a  long  time. 
Musikinstrumenten-Museum ,  Berlin. 


1 1 .  This  document  gives  the  signatures  of  several  well-known 
artists  related  to  one  another.  It  concerns  the  wedding 
contract  ofj.  de  Heem  and  Anna  Ruckers,  Andnes  Ruckers, 
the  bride's  father  and  Andnes  Ruckers  the  Younger,  her 
brother  and  last  Mane  de  Vries,  the  bride's  mother  with  her 
brother  Sachanas  de  Vrise  {sic)  and  his  brother-in-law 
Jacques  Jordaens. 

5.  For  more  information  about  this  subject  the  following 
books  can  be  consulted : 

D.  Boalch,  'Makers  of  the  harpsichord  and  clavichord'. 
London, 1956,  2nd  ed. 1973 ; 
R.  Russell,  'The  harpsichord  and  clavichord'. 
London, 1959; 

F.  Hubbard,  'Three  centuries  of  harpsichord  making'. 
Cambridge-Massachusetts,  1965. 
'Colloquium:  Restauratieproblcmen  van  Antwerpse 
klavecimbels'.  Antwerpen,  Ruckers  Genootschap,  1971 
with  contributions  by  J.  Barnes,  H.  Bedard,  A.  Berner, 

J.  L.  Broeckx.J.  Lambrechts-Douillez,  V.  Luithlen, 

J.  H.  van  der  Meer,  E.  Ripin,  R.  Schiitze, 
M.  Skowroneck,  G.  Thibault-de  Chambure. 


4.  Joannes    Andries     x   Mane       Sacharias  x    Anna  jordaens     Jacob  Jordaens 


Ruckers  Ruckers 

de 

de  Vrise 

Vries 

1 

Andries 

1 

Anna 

x  J.  de  Heem 

Ruckers 

Ruckers 

Antwerp,  City  archives,  Not.  3478,  f.  xx  47  v. 


273 


Antwerp  Tapestries 

of  the  seventeenth  century 
Erik  Duverger 

From  the  fifteenth  century  and  certainly  up  to  the  end  of  the  seventeenth  century, 
tapestry  making  was  a  very  important  industry  in  the  Southern  Netherlands. 
Thousands  of  sets  of  pictorial  tapestry  were  produced  which  could  compete  with 
the  finest  wall-hangings  of  other  countries,  usually  excelling  them  in  artistry  and 
quality.  They  were  luxury  articles,  intended  for  decorating  the  interior  and 
therefore  occupied  a  preferential  position  in  international  trade.  Not  only  Artois, 
Tournai,  Brussels,  Oudenaarde,  Enghien  and  Bruges,  but  also  Antwerp  played 
an  important  role  in  the  art  of  tapestry.  Here,  important  workshops  were  set  up 
which  have  received  too  little  attention,  and  as  a  centre  for  trade  in  tapestries, 
it  rightly  acquired  international  fame.1 


Colour. 

Soliman,  son  of  Bajazet, 
marries  Emperor  Manuel's 
niece,  by 

Maria  Anna  Wauters, 
from  the  series  of 
The  story  of  Tamburlaine 
and  Bajazet. 

Kunsthistorisches  Museum , 
Vienna. 


The  Antwerp  tapestry  industry  achieved  its 
peak  during  the  seventeenth  century.  Numer- 
ous workshops  were  active  with  local  painters 
providing  the  designs  or  cartoons  for  new  scries 
and  merchants  handling  the  export  of  the  wall- 
hangings. 

Any  kind  of  craft  organisation  for  tapestry 
weavers  had  long  since  disappeared.  They  were 
now  members  of  the  clothmakers  guild,  while 
some  of  them  joined  the  Guild  of  Saint  Luke. 
Consequently  there  was  little  or  no  supervision  of 
the  basic  materials  that  were  used  or  of  the  quality  of 
the  work  produced  on  the  looms.  Moreover,  the 
daily  training  of  young  workers  was  becoming 
increasingly  neglected.  The  Antwerp  tapissiers, 
adopted  a  highly  flexible  attitude  towards  the 
ancient  rules  of  the  craft  in  order  to  dissuade  their 
colleagues  from  emigrating  abroad.  It  was  for  this 
reason  that  they  refused  to  publish  the  Archducal 
decree  of  1617  concerning  the  tapestry  industry. 
They  agreed  in  future  no  longer  to  weave  the 
Brussels  city  mark  into  the  edges  of  their  tapestries, 
but  they  forcefully  opposed  the  ban  on  recruiting 
workers  who  were  still  indebted  to  earlier  masters. 
This  would  have  spelt  ruin  to  the  entire  industry.2 

The  lack  of  necessary  labour  and  the  drawing 
power  exercised  by  foreign  countries  on  local 
craftsmen  were,  at  that  time,  the  chief  worries  of 
the  Antwerp  weavers.  As  early  as  1606/7  they  had 
addressed  a  petition  to  the  city  magistrates  with  this 
in  mind.  They  laid  stress  on  the  fact  that,  in  former 
times,  every  means  had  been  applied  to  introduce 
and  maintain  the  art  of  tapestry-weaving  in  the  city 
on  the  Scheldt.  Yet  the  King  of  France  and  other 
potentates  were  now  doing  everything  within  their 
power  to  attract  the  leading  workers  and  tapestry 
weavers  by  offering  them  all  kinds  of  attractive 
advantages.  Several  had  already  left  for  other 
provinces  and  kingdoms.  It  was  felt  that  this  exodus 
could  be  held  back  by  exempting  all  Antwerp 
tapestry-makers  and  their  journeymen  from  the 
Town  Watch  and  relieving  them  from  certain 
taxes.3  However,  in  1619/20,  the  tapissiers  realised 
that  further  steps  were  necessary  if  their  art  was  to 
flourish  further.  They  besought  the  city  magistrates 
to  introduce  regulations  for  masters  and  apprentices 
that  might  help  their  trade  and  craft  to  grow  in 
honour  and  prosperity.  Unfortunately,  however, 
no  copy  of  the  regulations  has  ever  been  found,  but 
they  would  seem  in  no  way  to  have  stemmed  the 
outflow  of  Antwerp  weavers.4 

After  1586,  Joost  van  Herzeele  seems  to  have 
departed  for  Hamburg.5  In  December  1594,  Frans 
Spierincx  had  arrived  in  Delft.  In  about  1607, 
Maarten  Steurbout  travelled  to  Moscow,  perhaps 
intending  to  work  there.6  Marc  Coomans,  born  in 
Antwerp  in  1563,  had  by  1601  already  set  up  a 
company  in  Paris  with  his  Oudenaarde  brother- 


in-law  Frans  van  der  Plancken,  alias  de  la  Planche. 
Two  years  later,  both  were  bearing  the  title  of 
'directeur  de  la  fabrique  de  tapisseries  du  roy  (de 
France)'.7  As  early  as  1616,  Bernard  van  der 
Hammeyden  the  Younger  (1 572/3-1637)  was  in 
Nancy  in  order  to  set  up  a  tapestry  workshop  there 
and  to  recruit  the  necessary  labour.  Appropriate 
steps  were  taken  to  ensure  the  success  of  the 
undertaking.8  As  late  as  April  1693,  Baltazar 
Bosmans  left  for  the  French  capital.9  And  how 
many  Antwerp  weavers  were  established  in 
Mortlake? 

In  1687,  it  was  being  whispered  in  the  city  on  the 
Scheldt  that  Jacob  van  der  Goten  wanted  to  move 
to  London.  Nothing  came  of  this,  since  more  than 
thirty  years  later,  he  was  making  preparations  to 
leave  for  Madrid.  By  order  of  the  authorities,  his 
workshop  was  closed  in  1719  and  a  lien  was  placed 
on  his  possessions.  In  November  of  that  year,  he  was 
hauled  out  of  his  bed  in  the  middle  of  the  night  and 
imprisoned  in  the  citadel,  for  having  tried  to  tempt 
some  of  his  companions  to  the  Spanish  capital.  His 
colleagues  considered  that  van  der  Goten  deserved 
chastisement,  but  that  he  should  still  not  be  dealt 
with  too  harshly.  He  remained  locked  up  for  nine 
months.  His  wife  did  not  have  the  necessary 
financial  means  to  give  him  any  support.  Evidently, 
he  no  longer  had  friends  or  acquaintances  in  the  city 
and  his  sisters  lived  on  charity.  Finally,  on  30  July 
1 720,  Jacob  van  der  Goten  arrived  in  Madrid,  where 
he  opened  an  important  tapestry  workshop  which 
is  still  active  today.10 

In  connection  with  tapestry-weaving  in 
Antwerp  during  the  seventeenth  century,  the  only 
workshops  generally  mentioned  are  those  of 
Bouwens,  Kolvenaer,  van  der  Goten,  Bosmans  and 
Wauters  -  because  these  are  the  masters  of  whom  a 
few  signed  works  are  known.  One  therefore  gains 
the  impression  that  no  other  enterprises  existed 
during  that  period.  However,  wall-hangings  were 
being  produced  in  various  places  and  for  the  most 
part  were  being  marketed  by  dealers  or  brokers. 
The  latter  ensured  that  no  monogram  or  weaver's 
name  appeared  on  the  articles  sold,  so  that  pur- 
chasers could  not  approach  the  workshop  direct.11 
The  consequence  of  this  is  that  many  an  unsigned 
Antwerp  set  is  occasionally  incorrectly  assigned 
to  a  Brussels  or  Oudenaarde  workshop.  Tapestry 
dealers  even  dared  weave  their  own  names  into  the 
edges  of  the  tapestries  they  marketed.  After  all,  it 
was  good  publicity.  For  example,  there  is  the 
Bouwens  family,  who  occupied  a  central  place  in 
Antwerp  tapestry  dealing.  Simon  Bouwens,  born 
c.  1574,  had  in  1614  made  contacts  with  various 
Paris  merchants.  It  appears  from  other  documents 
that  he  maintained  relations  with  Hendrik  Francx, 
Frans  Toens,  Frans  Sweerts  and  many  other  tap- 
estry workers  and  dealers.  From  1639  onwards,  his 
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sons  Francis  and  Simon  the  Younger  appear  as  wall- 
hanging  factors.  On  8  January  1643,  they  formed  a 
company  to  deal  in  pictorial  tapestries.  In  1647,  this 
joint  venture  had  come  to  an  end,  to  the  great 
dissatisfaction  of  father  Bouwens,  who  put  the 
blame  on  his  son  Simon  the  Younger  and  disin- 
herited him.  In  1648,  Francis  left  for  Paris  where  for 
two  years  he  managed  Jean  Valdor's  art  business. 
Simon  the  Younger  remained  in  Antwerp  and 
occupied  himself  with  selling  tapestries. 12 

One  of  the  tapestries  hanging  in  the  Treasury  of 
Saint  Peter's  church  in  Salzburg  represents  a  garden 
scene  with  fountains  and  two  putti  accompanied  by 
a  dog;  the  edges  are  filled  with  naked  children, 
seraphs,  birds,  festoons  and  tropheys.  At  the 
bottom  left  we  find  the  arms  of  the  margravate  of 
Antwerp  with  the  legend  'anvers',  and  to  the  right 
a  cartouche  reading  'cvra  simonis  bovwens'.13 
Heinrich  Gobcl  attributes  the  tapestry  to  the  Simon 
Bouwens  workshop  and  dates  it  to  about  1650. 14  In 
1975,  the  Sterckshof  provincial  museum  at  Deurne, 
near  Antwerp,  acquired  a  tapestry  in  the  same  set 
from  art  dealers  in  London.  It  portrays  an  artificially 
arranged  but  pleasing  Garden  landscape  with  a 
fountain  and  four  putti  playing  (No.  1).  A  stately 
home  appears  in  the  background.  In  the  bottom 
corners,  there  similarly  appear  the  coat-of-arms  of 
Antwerp  (No.  2)  and,  to  the  right,  the  signature  of 
Simon  Bouwens  (No.  3). 15  In  my  opinion,  it  is 
quite  wrong  to  assume  that  these  works  were 
woven  at  the  workshop  of  Simon  Bouwens  the 
Elder  or  the  Younger,  which  probably  concerned 
themselves  solely  with  trading  in  tapestries  which 
had  been  ordered  from  many  Brussels,  Oudenaarde 
or  Antwerp  workshops.  Is  this  not  evident  from  the 
Latin  inscription  on  the  tapestry,  which  we  can 
translate  as  'under  the  aegis  (management)  of 
Simon  Bouwens'  ? 

Nonetheless,  it  is  difficult  in  many  cases  to  decide 
who  exactly  was  the  weaver  and  who  was  merely 
the  dealer.  It  occurs  time  and  again  that  an  impor- 
tant tapissier  at  the  head  of  an  extensive  and  very 
active  workshop  turned  out  to  be  an  outstanding 
salesman.  Michiel  and  Philip  Wauters,  Jam  van  der 
Goten,  Cornelis  de  Wael  and  others  come  to  mind. 

Amongst  other  important  Antwerp  tapestry 
weavers  we  can  mention  the  Francx  family, 
Adnaan  and  Hans  van  Welden,  Filip  and  Everard  de 
Bie,  Jacob  Tsantels,  Hans  Bos,  Bernard  Gerstehnck, 
Jan  van  Welden,  Michiel  andjoost  van  der  Beken, 
I  Jacob  Stommans,  Abraham  de  Hu,  Peter  van 
I  Camp,  Pauwels  Rasiers,  and  the  like.  Their  work 
and  artistic  output  still  await  investigation. 

The  number  of  tapestry  weavers  was  greater  than 
might  be  inferred  from  the  above  list.  We  might 
also  mention  Joost  van  Butsel  of  Enghien,  born 
(about  1 609, 16  who  was  working  in  Antwerp 
i  towards  the  end  of  the  1640s  and  produced  tapes- 
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4.  Tamburlaine  steps  on  Bajazet  to  mount  his  horse, 
by  Andnes  van  Butsel,  from  the  series  of 
The  story  of  Tamburlaine  and  Bajazet. 
Sankt-Stephansdom ,  Vienna. 


tries  for  such  people  as  the  famous  dealer  Louis 
Malo.17  In  1677,  we  find  reference  to  an  Andries 
van  Butsel,  perhaps  Joost's  son.  He  then  possessed 
a  series  of  patterns  portraying  the  story  of 
Tamburlaine  and  Bajazet,  and  had  a  set  of  tapestries 
on  the  same  subject  deposited  at  the  Vienna  ware- 
house of  Alexander  and  Marcus  Forchout.  After  his 
death  in  1685,  the  patterns  probably  passed  to  Maria 
Anna  Wauters,  who  also  had  them  used  for  tapes- 
tries. Subsequently,  they  became  the  property  of 
the  Antwerp  trader  Nauwelaerts,  who  in  turn 
commissioned  suites  with  the  story  of  Tamburlaine 
and  Bajazet.  The  tapestries  devoted  to  this  subject  in 
the  Abbey  at  Kremsmunster  and  in  Vienna 
Cathedral  (No.  4)  probably  derive  from  the  work- 
shop of  Andries  van  Butsel.  The  isolated  pieces  in 
the  Hermitage  at  Leningrad  and  at  the  Vienna 
Kunsthistorisches  Museum,  which  probably  ori- 
ginally belonged  to  the  same  set,  were  probably 
woven  in  Maria  Anna  Wauters'  establishment. 18 
The  latter  of  these  works  belongs  technically  and 
artistically  to  the  finest  that  the  Antwerp  work- 
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5.  Cleopatra  receives  the  ambassadors  oj  the  Roman  Senate, 
from  the  series  of  The  story  oj  Mark  Anthony  and  Cleopatra. 
Castle  ofHluboka,  Czechoslovakia. 

6.  Fox-hunting,  from  a  series  of 
Hunting  tapestries  with  the  arms  of 
Hugo  Theodorus  von  Hohenlandenberg. 
Wiirtembergisches  Landesmuseum ,  Stuttgart. 


shops  produced  during  that  period  (colour). 

Joris  Rombouts  was  a  native  of  Oudenaarde.  In 
1649,  he  married  at  Antwerp  a  daughter  of  the 
famous  merchant-tapissier  Peter  van  der  Goes.14  In 
this  cosmopolitan  city  he  proved  himself  as  a  highly 
industrious  tapestry  maker  and  dealer.  He  supplied 
sets  of  wall-hangings  to,  amongst  others,  the 
Forchout  brothers  in  Vienna,  portraying  the  story 
of  Moses,  of  Joseph  and  of  Diana20  and  the  story  of 
Mark  Anthony  and  Cleopatra,  and  landscapes  on 
cartoons  by  Peter  de  Witte.21  Hluboka  castle  in 
Czechoslovakia  contains  a  tapestry  portraying 
Cleopatra  receiving  the  ambassadors  of  the  Roman 
senate  (No.  5).  The  border  is  filled  with  stylisecr 
tendrils  and  flowers  and  with  pittti  and  other  figures. 
The  tapestry  was  incorrectly  ascribed  to  a  Brussels 
workshop  and  dated  to  about  1666. 22  However,  it 
bears  a  mark  -  a  hand  (which  is  part  of  the 
margravate  of  Antwerp's  coat-of-arms)  and  the 
right-hand  half  of  a  lily.  A  similar  mark  also  appears 
on  two  hunting  scenes  (No.  6)  in  the  Wurttem- 
bergisches  Landesmuseum  at  Stuttgart.23  Not  all 
these  tapestries  would  be  from  the  workshop  o 
Joris  Rombouts.  Stylistically,  they  can  be  attri- 
buted to  the  first  half  of  the  seventeenth  century. 

Jan  van  der  Goten  may  also  be  accounted 
amongst  the  leading  tapissiers  of  the  second  half  of, 
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the  seventeenth  century.  From  1677  onwards,  he 
supplied  various  sets  to  the  Antwerp  dealer 
Nicolaas  Nauwelaerts,  such  as  the  story  of  Rinaldo 
and  Armida,  of  Perseus  and  Andromeda,  and  scenes 
of  Bacchanalia,  of  the  Four  Continents,  and  Ver- 
dures with  small  figures  conversing.24  The  Swedish 
Royal  Collection25  contains  a  set  of  seven  tapestries 
with  the  story  ofjephtha,  signed  Jan  van  der  Goten 
(No.  7)  and  Pictcr  Kolvenaer  (No.  8).  The  latter  was 
a  brother-in-law  of  van  der  Goten,  so  that  their  co- 
operation was  quite  normal.  Yellow  and  yellowish- 
brown  tones  predominate  in  this  set,  which  is 
technically  of  high  quality.  It  was  purchased  in  1670 
and  belonged  to  Queen  Hedweg  of  Sweden. 

Baltazar  Bosnians  seems  to  have  headed  an 
important  workshop,  weaving,  amongst  other 
things,  I  'erdures  and  sets  of  the  story  of 
Alexander  the  Great.26  About  168S,  he  supplied 
eight  tapestries  with  the  story  of  Saint  Kilian  to 
the  Wiirzburg  Cathedral  Chapter,27  which, 
unfortunately,  was  destroyed  in  1945.  The  series 
was  woven  in  gold-  and  silver-thread  and  with 
wool  and  silk.  His  signature  appeared  in  the  edges: 
'b.  bosmans  anvers'.  His  heraldic  coats-of-arms, 
with  their  splendid  Baroque  flower  decoration, 
disappeared  from  Wiirzburg  Cathedral  and  the 
University  at  the  end  of  the  Second  World  War.28 
Because  of  their  high  technical  quality  and  their 
rich  colours,  these  wall-hangings  were  considered 
to  be  some  of  the  most  remarkable  produced 
in  Antwerp.  Before  his  flight  to  Paris  in  1693, 
Bosmans  and  his  journeymen  were  working  on 


7.  Tin-  messenger  ofjephtha  before  the  king  of  the  Ammonites, 
by  Jan  van  der  Goten,  from  a  series  of  The  story  of )ephtha. 
Royal  Collection,  Stockholm. 


8.  The  battle  between  the  Israelites  and  the  Ammonites, 

by  Peter  Kolvenaer,  from  a  series  of  The  story  ofjephtha. 

Royal  Collection,  Stockholm. 
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g.  Esther  preparing  logo  before  Ahasuerus, 
by  Jacob  Wautcrs,  from  a  scries  of 
The  story  of  Esther  and  Ahasuerus. 
Private  Collection,  Belgium. 

10.  Esther  preparing  to  go  before  Ahasuerus, 
by  Jacob  Wautcrs,  detail  of  the  cypher. 

thirty-three  looms.  Subsequently,  his  wife  Anna 
van  Coppenolle  and  Jacobus  de  Bock,  who  lodged 
with  her,  maintained  the  workshop's  output. 

This  tapestry  workshop  of  Jacob  Wauters  (died 
1 660)  was  by  no  means  unimportant  by  the  first  half 
of  the  seventeenth  century,  but  its  activities  have 
not  yet  been  investigated.  Nonetheless,  he  stands  at 
the  head  of  a  tapissier  family  that  flooded  the  home 
and  foreign  markets  with  many  tapestries  for  three 
generations.  We  know  for  certain  that  sets  with  the 
story  of  Esther  were  being  woven  in  Jacob  Wauters' 
establishment.  In  1632,  a  suite  of  eight  tapestries 
covering  this  subject  was  shipped  to  Spain.29  Up  to 
about  the  middle  of  the  present  century,  a  cycle  of 
this  kind,  comprising  ten  items,  was  in  the  pos- 
session of  Sebastian  Monserrat  at  Saragossa.30 
After  the  Second  World  War,  eight  tapestries  in  the 
set  were  sold  to  the  Barcelona  city  administration,  a 
ninth  item  ended  up  in  the  Archbishop's  palace  in 
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Saragossa,  and  a  tenth  in  a  Barcelona  private 
collection.31  The  lateral  borders  are  decorated  with 
heavily  twisted  columns,  and  the  upper  border  is 
filled  with  birds  and  playing  children,  with  foliage 
and  fruit  and  a  landscape  in  a  medallion.  The 
narrow  bottom  border  also  contains  a  small  medal- 
lion with  a  landscape.  Some  of  these  works  bear  a 
weaver's  mark  which  includes  the  letters  'w'  and 
'a'.  The  same  weaver's  monogram  (No.  10)  appears 
on  four  other  Esther  tapestries,  formerly  in  the 
possession  of  L.  Harris  in  London  and  French  and 
Company  in  New  York,  and  on  an  item  in  a  private 
collection  in  Belgium,  but  then  with  quite  a 
different  edge  decoration  (No.  9). 

This  monogram  may  be  regarded  as  the  mark  of 
Jacob  Wauters.  The  letter  'w'  undoubtedly  stands 
for  the  name  Wauters,  the  letter  'a'  for  Antwerp, 
where  he  was  working.  However  unusual  this 
interpretation  may  sound,  it  is  nevertheless  sup- 
ported by  other  data.  Several  decades  after  these 
Esther  tapestries  appeared,  a  similar  suite  left  the 
workshop  of  Philip  Wauters,  the  son  ofjacob.  Both 
sets  show  remarkable  similarity.  This  can  be  ex- 
plained only  if  we  accept  that  the  earlier  set  was 
copied  liberally  from  the  older,  original  cartoons.32 
This  surely  indicates  that  Philip  Wauters  continued 
to  work  on  designs  that  his  father  had  already  used, 
while  fitting  the  composition  to  the  changed  tastes 
of  his  generation  and  of  his  custom. 

For  example,  if  one  compares  the  tapestry  of 
Esther  presented  to  Ahasuerus,  with  the  cypher 
'wa'  (No.  1 1),  with  a  similar  piece  at  Petworth  with 
the  monogram  of  Philip  Wauters  (No.  12),  the 
group  on  the  left  with  the  King  bending  forward  on 
his  throne  and  accompanied  by  a  standing  figure 
and  a  black  boy,  and  also  the  group  on  the  right  side, 
with  two  women  supporting  Esther,  can  be  clearly 


1 1 .  Esther  presented  to  Ahasuerus 
who  holds  out  the  sceptre  to  her, 
by  Jacob  Wauters,  from  a  series  of 
The  story  of  Esther  and  Ahasuerus. 

Formerly  L.  Harris,  London  and  French  and  Company,  New  York. 


12.  Esther  presented  to  Ahasuerus 
who  holds  out  the  sceptre  to  her, 
by  Philip  Wauters,  from  a  series  of 
The  story  of  Esther  and  Ahasuerus. 
Petworth  House. 

traced  back  to  Philip  Wauters'  tapestry.  The  latter 
piece,  of  little  artistic  value,  has  similarly  been 
adapted  to  the  changed  taste  of  the  time  and  to  the 
requirements  of  the  English  patron.  The  whole 
scene  is  presented  on  a  terrace  with  a  typically 
English  stately  residence  in  the  background.  The 
decorative  additions  have  been  kept  to  the  mini- 
mum possible  and  there  is  an  unmistakable  attempt 
to  suggest  space. 

Michiel  and  Philip  Wauters'  tapestries  enjoy 
international  fame  and,  so  far,  have  been  those  most 
extensively  studied.  In  1660,  the  Paris  merchant 
Claude  Reverend  wrote  to  his  Ghent  correspond- 
ent, Jan  Toebast:  'Estant  a  An  vers... je  veray  chez 
les  Sieurs  Wostres  sy  je  trouveray  ung  patron  aproc- 
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13.  Grotesque  tapestry  with  Athena, 

by  Michiel  Wauters, 

Cour  d'Appel,  Aix-en-Provence. 


hant  et  ainsy  qu'il  est  specific  par  lcdit  memoire.Je 
fais  faire  aussi  une  tapisscric  pour  mon  compte  par 
ledit  Sieur  Wostre'.  And  he  added:  'Je  trouve  ses 
ouvrages  meilleur  que  celles  de  Bruxelles,  comme 
aussi  les  patrons  plus  beaux'.33 

Through  the  agency  of  many  dealers,  their  wall- 
hangings  were  offered  for  sale  in  leading  cities 
abroad.  In  Stockholm,  Jan  Sintelaer  and  Kristiaan 
Thum  handled  subsequent  sale.  Was  it  they  who 
supplied  the  King  of  Denmark  with  the  Grotesques 
(No.  13)  and  the  series  of  Children  Playing,  which 
are  still  kept  at  the  Rosenborg  Castle  and  at  the 
Copenhagen  National  Museum?34  The  warehouse 
of  Alexander  Jacob  Leux  of  Frankfurt-am-Main 
contains  no  less  than  six  sets:  a  story  of  Aeneas 
Troiana,  a  set  of  the  Seven  Liberal  Arts,  two  rooms 
of  Verdures,  a  story  of  Moses  and  one  of  Jason. 
Alexander  and  Marcus  Forchout  of  Vienna, 
Hendrik  de  Moor  and  Jacomo  van  Praet  at  Lisbon. 
Antonio  Verpennen  at  Rome  and  the  widow 
Simon  du  Ruble  at  Paris  also  acted  as  agents  for  the 
sale  of  pictorial  tapestries  from  the  Wauters  work- 
shop at  Antwerp.  The  London  dealers  Robert 
Bransby,  Roger  Jones  and  Gerard  Heijthuijsen 
supplied  the  British  market.  Wauters  exported  a 
great  many  tapestries  to  England,  where  many 
items  from  their  workshop  are  still  preserved.35 
Before  their  monograms  were  identified,  their 
output  was  considered  as  English  work. 


Michiel  and  Philip  Wauters  wove  simple  sets 
lying  within  the  reach  of  many  humbler  con- 
noisseurs and  these  are  mentioned  in  the  documents 
as  'ordinary  work'.  The  inventory  of  the  house 
where  Michiel  Wauters  died  in  1679  also  mak^es 
repeated  mention  of  "coarse  work'.  But  both 
brothers  also  produced  royal  series,  where  their 
owners  could  exhibit  them  in  and  out  of  season. 
When  Willem  Forchout  had  admired  the  tapestries 
with  the  story  of  Noah  in  the  Wauters'  workshop, 
he  wrote  to  Vienna  'I  must  admit  that  I  have  never 
seen  finer  work'.36  Michiel  Wauters,  too.  was 
greatly  taken  by  the  Noah  set.  He  asserted  that  the 
patterns  for  the  series  could  not  be  paid  for  with 
money,  since  not  only  had  they  been  painted  by 
'RaffaeT,  but  were  the  best  he  had  ever  made.37 

In  many  cases,  the  brothers  Michiel  and  Philip 
Wauters'  work  was  adapted  to  local  taste.  They 
repeatedly  wove  tapestries  of  reduced  height  and 
humble  quality,  which  they  called  the  'English 
fashion',  but  this  did  not  stop  them  offering  the 
same  sets  for  sale  elsewhere  as  well.  They  had  called 
upon  leading  masters  to  paint  the  patterns.  The 
Italian  artist  Giovanni  Francesco  Romanelli 
(i6io?-i662)  supplied  the  designs  for  the  story  of 
Dido  and  Aeneas  (No.  14).  Six  out  of  the  eight 
cartoons  have  recently  come  into  the  possession  of 
the  Norton  Simon  Museum  of  Art  at  Los  Angeles 
The  series  was  tremendously  successful,  as  is  clear 
from  the  various  suites  that  have  been  preserved 
including  those  at  the  Castello  Sforzesco  in  Milan 
(No.  15),  in  the  Collegio  Alberoni  in  Piacenza,  in 
the  Royal  Collection  at  Stockholm,  in  the 
Cleveland  Museum  of  Art,  and  the  Norton  Simon 
Foundation,  Los  Angeles.38 

The  handbook  of  William  Cavendish,  Marquis 
and.   later.   Duke   of  Newcastle,   published  in 
Antwerp  in  1658,  as  'De  l'art  de  Monter  a  cheval' 
was  probably  the  occasion  for  weaving  the  series  of 
tapestries  on  the  Riding  School.  Apparently  soon 
after  1658,  Michiel  Wauters  ordered  a  set  of  patterns 
on  this  subject  from  Abraham  van  Diepenbeeck 
The  first  set  ot  tapestries  was  perhaps  intended  tor 
Cavendish  himself.  In  addition,  Wauters  perhap 
cherished  the  hope  that  they  would  meet  wit 
acclaim  both  from  admirers  of  the  Cavendish 
achievements  and  from  connoisseurs  of  horses  and 
horsemanship.39 

Abraham  van  Diepenbeeck  also  prepared  the 
cartoons  for  a  story  ot  Moses  and  for  a  story  o 
Semiramis.  Others  who  worked  directly  or  in 
directly  for  Philip  and  Michiel  Wauters  as  cartoon 
painters  included  Thomas  Willeboirts  Bosschaert 
(1614-1654),  Peter  de  Witte  (1586-1651),  Erasmus 
Quelhnus  11  (1607-1678),  Peter  Boel  (1622-1674) 
Daniel  Janssens  (1636-1682)  and  the  French  artist 
Philhppe  de  la  Hyre  (1640-1718).  At  the  end  of  his 
life,  Michiel  Wauters  bought  no  less  than  twenty 
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1 6.  Triumph  of  Aurelianus, 

by  Philip  Wautcrs,  detail  of  the  cypher. 

Mrs.  L.  Rydbeck,  Malmo. 


17.  The  story  of  Marcus  Aurelius, 

by  Michiel  Wauters,  detail  of  the  cypher. 

Museu  National  de  Arte  Antiga,  Lisbon. 


nine  patterns  from  the  estate  ofjacob Jordaens  (died 
October  1678). 40  All  this  gives  rise  to  the  assump- 
tion that  the  Antwerp  house  of  Wauters  showed 
great  variety  in  the  subjects  placed  upon  the  loom. 

For  the  present,  it  is  difficult  to  make  any  clear 
distinction  between  the  wall-hangings  from 
Michiel  Wauters'  workshop  and  those  from  his 
brother  Philip's  establishment,  since  both  could 
apparently  make  use  of  each  other's  patterns.  Only 
the  monogram  (Nos.  16  and  17),  which  sometimes 
appears  in  the  border  of  one  or  other  tapestry, 
enables  us  to  ascribe  a  specific  piece  with  any 
certainty  to  either  weaver.  It  is  still  an  open  question 
whether  the  works  signed  'm.  wavters'  or  'm.a.' 
(No  18)  also  derive  from  Michiel  Wauters'  work- 
shop. Such  items  may  possibly  have  been  prepared 
in  the  workshop  of  his  daughter  Maria  Anna 
Wauters,  who  continued  the  enterprise  of  her 
deceased  father  for  some  time. 

Finally,  we  would  warn  against  too  rapidly 
attributing  all  kinds  of  Antwerp  tapestries  from  the 
second  half  of  the  seventeenth  century  to  the 
Wauters  family.  This  warning  applies  inter  alia  to 
the  set  of  Caesar  Augustus  (No.  19), 41  which  was 
woven  in  the  Antwerp  workshop  of  Jan  Frans 
Cornelissen  (died  1678)  of  whom  little  is  as  yet 
known.42 

Up  to  the  present,  it  has  been  said  that  Peter 
Wouters,  (no  relation  to  Michiel  and  Philip 
Wauters)  was  an  important  Antwerp  tapissier  from 
the  second  half  of  the  seventeenth  century.  There  is 
some  cause  to  assume,  however,  that  he  was  perhaps 
occupied  exclusively  with  tapestry  dealing  and  that 
he  left  their  production  to  leading  weavers  of  his 
acquaintance,  including  Martinus  and  Jan  van  der 
Goten.  In  the  border  of  two  tapestries  of  a  series  of 
the  Riding  School  with  small  horses,  after  cartoons 
by  Pieter  Spierincx,  now  in  the  Detroit  Institute 
of  Arts,  is  the  signature,  'cura  petri  wouters 
antverpiae'.43  This  text  may  be  translated  as 
'Under  the  aegis  of  Peter  Wouters  of  Antwerp'.  A 
signature  of  this  kind  is  not  sufficient  to  allow  the 
assumption  that  Wouters  himself  produced  the 
work,  but  that  it  originated  under  his  management 
and  under  his  protection.  Peter  Wouters,  who 
formed  a  company  with  his  mother,  the  widow 
Jacques  Wouters,  set  his  stamp  on  the  artistic  output 
of  the  1 670s  not  only  as  a  tapestry  dealer  but  also  as  a 
tapestry  printer.  In  January  1675,  he  petitioned  the 
sovereign  tor  a  warrant  for  exclusive  licence  to  print 
tapestries  with  wooden  plates  cut  according  to  the 
paintings  of  well-known  masters.  The  Antwerp 
city  magistrates  admired  the  new  invention  and 
praised  the  set  of  wall-hangings  already  printed. 
They  granted  Peter  Wouters  a  restricted  licence  and 
made  space  available  for  him  in  the  Exchange.  Here, 
he  worked  with  thirty  craftsmen.  He  also  possessed 
forty  wooden  plates  and  three  presses. 
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20.  Priesthood,  by  Peter  Wouters, 

printed  tapestry  of  a  series  of  The  Seven  Sacraments. 

National  Museum,  Cracow. 


A  set  of  seven  printed  wall-hangings  portraying 
the  Seven  Sacraments  at  one  time  decorated  the 
( lothic  Cathedral  of  Our  Lady  at  Cracow  (No.  20). 
They  are  signed  at  the  top  of  the  cartouche:  'l'hTRUS 
WOUTERS  EXUDU  ANTVERPIAE  CUM  PRIVILEGIO  REGIS 
(  \  1  HOLICl'.  The  wall-hangings  appear  to  have  been 
produced  after  cartoons  by  Frans  Wouters  (?),  who 
was  inspired  by  two  series  of  paintings  by  Nicolas 
Poussin.  The  set  in  Cracow  is  perhaps  identical  with 
one  of  the  four  series  of  tapestries  of  the  Seven 
Sacraments  which  in  1675  were  sent  to  Leipzig.44 
After  c.  1677  the  business  of  the  Wouters  company 
went  into  sharp  decline.  He  had  apparently  not 
succeeded  in  finding  a  good  market  for  these 
printed  wall-hangings,  which  were  markedly 
cheaper  than  the  woven  kind.  Already  in  1677,  the 
contents  of  the  print  shop  had  been  pledged.  In 
1682,  Peter  Wouters  died  in  Antwerp.  His  business 
was  carried  on  for  a  few  years  after  by  Francisco  and 
Benedetto  Lenaerts. 

Throughout  the  whole  of  the  seventeenth  cen- 
tury, the  Brussels  tapestry  weavers  had  to  reckon 
with  doughty  competition  from  the  Antwerp 
tapestry  establishments.  During  the  seventeenth 
century,  the  Antwerp  school  of  painters  made  such 
progress  that  it  also  set  the  pace  for  the  tapestry 
industry.  The  tapestry  dealers  even  insisted  that  the 
patterns  worked  from  should  be  those  of  these 
painters.  Rubens'  name  remains  linked  with  the 
series  with  the  story  of  Achilles,  that  of  Decius  Mus, 


of  Constantine  the  Great  and  of  the  Triumph  of  the 
Church  and  the  Eucharist.  However,  the  grand- 
master of  the  Baroque  did  not  always  take  due 
account  of  the  special  nature  of  tapestry-working 
when  producing  his  cartoons  and  the  weavers  did 
not  always  succeed  in  a  precise  interpretation  of  his 
compositions  in  their  work.  Jacob  Jordaens,  too, 
produced  designs  for  the  tapissiers.  His  cartoons, 
most  of  which  show  scenes  from  daily  life,  were 
well  adapted  to  typical  tapestry  style.  From  the 
second  half  of  the  seventeenth  century  onwards, 
David  Teniers  the  Younger  also  had  much  in- 
fluence in  this  field.  His  picturesque  work  with 
small  and  tasteful  figures  lent  itself  well  to  portrayal 
by  the  weavers.  After  1680,  French  influence  on  the 
art  of  tapestry  became  clearly  discernible. 

Towards  the  beginning  of  the  eighteenth  cen- 
tury, Cornelis  de  Wael,  Jacobus  de  Bock  and  Jacob 
van  der  Goten  were  still  working  as  tapissiers  and 
dealers  in  Antwerp.  But  the  tapestry  industry  was  in 
a  predicament.  The  rise  in  production  costs,  the 
closure  of  many  foreign  markets,  growing  com- 
petition from  foreign  workshops  and,  in  particular, 
changes  in  tastes,  brought  about  the  downfall  of  this 
once  so  flourishing  industry.  In  future,  it  was 
possible  to  decorate  walls  far  more  cheaply; 
'furnishing  paper'  became  increasingly  fashionable. 
It  is  not  unlikely  that  with  the  death  of  Cornelis  de 
Wael  in  1723,  the  tapestry  industry  in  Antwerp 
virtually  came  to  an  end. 

Erik  Duverger  is  Master  of  Research. 
Belgian  National  Science  Foundation. 

Translation  by  H.  A.  Smith 
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of  Antwerp  for  the  English  market',  in  :  Herfsttij  van  de 
Vlaamse  Tapijtkunst,  Brussels,  1959.  PP-  227-244. 

36.  J.  Denuce,  'Kunstuitvoer  .  .  .',  op.  cit.,  p.  201. 

37.  J.  Denuce,  'Antwerpsche  Tapijtkunst  .  .  .'  op.  cit.,  p.  379. 

38.  M.  Crick-Kuntziger,  'Contribution  a  l'histoire  de  la 
tapisserie  anversoise:  les  marques  et  les  tentures  des 
Wauters'.  Revue  Beige  d' Afcheologie  et  d' Histoire  de  I' Art, 
v,  1935,  pp.  35-44- 

39.  J.  Duverger,  'De  Rijschool  of  grote  en  kleine  paarden  in 
de  xvne  eeuwse  tapijtkunst'.  Het  Herfsttij  van  de  Vlaamse 
Tapijtkunst,  Brussels  1959,  pp.  1 5 3— 1 59. 

40.  J.  Denuce,  'De  Antwerpsche  "Konstkamers". 
Inventarissen  van  kunstverzamehngen  te  Antwerpen  111 
de  i6een  i7eeeuwen'.  Antwerp  1932,  pp.  302-303. 

41.  G.  T.  van  Ysselsteyn,  'Een  tapijt  uit  een  van  de  Scipio- 
series  van  Carel  van  Mander  den  Jonge'.  Maandhlad  voor 
Beeldende  Kunsten  1947,  pp.  61-67,  states  incorrectly  that 
this  tapestry  represents  the  Story  oj'Scipio,  and  that  the 
cartoons  were  painted  by  Karel  van  Mander  the.  Younger. 

42.  Exhibition  Catalogue,  'Antwerpse  Wandtapijten,  The 
Sterckshof  Museum,  Deurne,  1973,  pp.  77-78  n.  41. 

I  hope  to  publish  an  article  on  this  Antwerp  tapestry 
weaver  and  dealer  in  Artes  Textiles,  Vol  ix. 

43.  A.  Coulin-Weibel,  'Tapestries  by  Peeter  Wauters'. 
Bulletin  of  the  Detroit  Institute  of  arts  of  the  City  of  Detroit, 
xiv,  1934-1935,  pp.  44-47- 

44.  E.  Duverger,  'Gedrukte  wandtapijten  uit  het  Antwerps 
atelier  van  Pieter  Wouters'.  Artes  Textiles  v,  1959-1960, 
pp.  1 18-123. 
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America 

Joseph  T.  Butler 


l.  Standing  Kuan-Yin,  carved  wood, 
Chinese,  Yuan  Dynasty,  12X2  ad. 
The  Metropolitan  Museum  of  Art,  New  York; 
Purchase : Joseph  Pulitzer  Bequest,  1934. 


MASTER  WORKS  IN  WOOD: 
CHINA  AND  JAPAN 

The  Winter  exhibition  at  the  Asia  House  Gallery, 
New  York  City  (seen  through  last  month),  was 
of  seventy-one  works  of  Chinese  and  Japanese 
wooden  sculpture  and  decorative  art.  The  ma- 
terial was  borrowed  from  twenty-six  museums 
and  private  collections  in  America  and  England 
and  ranged  chronologically  from  as  early  as  the 
fifth  century  bc  in  China  to  the  nineteenth 
century  in  Japan. 

The  exhibition  was  originated  tor  the  Portland 
Art  Museum  (Washington)  by  Donald  Jenkins, 
its  director,  who  selected  the  objects  to  provide  a 
chronological  and  stylistic  survey  as  well  as  to 
offer  examples  of  the  various  woodworking  tech- 
niques that  were  employed  in  the  two  countries. 
There  were  seven  major  categories  of  sculpture. 
Buddhist  figures,  burial  sculptures,  and  objects  of 
decorative  art  from  China  were  shown.  Japan's 
Buddhist  sculptures  were  also  included,  along 
with  Shinto  images,  masks,  and  the  later  Japanese 
folk  carvings. 

Because  of  their  early  date,  one  of  the  most 
interesting  groups  of  objects  was  a  series  of  burial 
figures  from  the  ancient  kingdom  of  Ch'u,  one  of 
the  'Warring  States'  into  which  China  was 
divided  in  the  fifth  to  the  third  centuries  bc. 
Sculptures  of  this  period  were  first  discovered  in 
the  Ch'ang-sha  area  of  South  Central  China  in 
1936  and  1937  and  began  to  appear  in  Western 
collections  shortly  afterwards.  The  figures  were 
miraculously  preserved  in  clay-lined  tombs  and 
are  among  the  earliest  surviving  examples  of 
Chinese  wood  sculpture  known  today.  Later 
phases  of  the  Chinese  tradition  are  represented  by 
Buddhist  sculpture  of  the  Sung  (960-1279)  and 
Yuan  (1280- 1 368)  dynasties.  These  are  poly- 
chromed,  joined  wood  sculptures  of  great 
elegance  and,  frequently,  of  impressive  size. 

From  Japan,  the  earliest  works  are  a  number  of 
Buddhist  sculptures  of  great  elegance  and  refine- 
ment from  the  Heian  Period  (794-1185).  These 
are  iu  marked  contrast  to  the  large  number  of 
boisterous  and  dramatic  carvings  from  the 
Kamakura  Period  (1 185-1333),  in  which  the 
grain  of  the  wood  often  dictated  some  of  the 
sculptural  details.  In  conclusion,  a  spirited  and 
sometimes  amusing  emphasis  is  given  to  the 
exhibition  by  the  folk  carvings  of  the  Edo  Period 
(1615-1868). 

The  exhibition  was  one  in  a  series  of  bi- 
centennial shows  mounted  by  the  Portland  Art 
Museum  which  dealt  with  masterpieces  of  wood 
sculpture  from  a  number  of  different  cultures. 
The  various  woodworking  techniques  such  as 
solid  block  carving  and  joined  block  work,  which 
was  sometimes  mass  produced,  as  well  as  lacquer, 
gesso,  and  polychrome  surface  application,  inlay 
and  other  methods  of  embellishment  were  stres- 
sed in  the  current  exhibition. 

A  fully  illustrated  catalogue  with  introductory 
text  and  descriptive  notes  written  by  Mr.  Jenkins 
is  available  from  Asia  House  Gallery. 

SEATS 

Through  17  April  a  fascinating  show  with  this 
provocative  title  can  be  seen  at  the  Yale 
University  Art  Gallery  (New  Haven, 
Connecticut).  Included  arc  seventy-five  chairs, 
stools,  sofas,  couches  and  benches  made  in 
America  between  1640  and  1970.  All  were  drawn 
from  the  Mabel  Brady  Garvan  and  other  col- 


lections at  Yale.  A  slide  show.  'Just  Seats?',  traces 
the  multitude  of  ways  in  which  people  use  and 
interact  with  seating  furniture.  In  a  special  area, 
'Have  a  Seat',  visitors  are  able  to  try  out  a  variety 
ot  American  chairs  -  from  a  reproduction  wains- 
cot armchair  to  a  beanbag. 

The  exhibition  commemorates  the  publication 
of  'Three  Hundred  Years  of  American  Seating 
Furniture:  Chairs  and  Beds  from  the  Mable 
Brady  Garvan  and  other  Collections  at  Yale 
University".  It  was  written  by  Patricia  E.  Kane, 
Associate  Curator  of  the  Garvan  and  Related 
Collections  of  American  Art.  Ms.  Kane  also 
organised  the  show.  This  book  is  the  fourth  in  a 
series  which  the  Yale  University  Art  Gallery 
began  in  1965  to  record  and  interpret  its  holdings 
in  American  art. 

A  wainscot  chair,  the  official  chair  of  Yale 
presidents  and  still  used  for  special  ceremonial  - 
occasions,  is  one  of  the  earliest  examples  in  the 
collection.  Made  in  Connecticut  between  1640 
and  1660,  it  resembles  a  throne.  Slat-back, 
banister-back.  Queen  Anne,  Chippendale, 
Federal,  Victorian  and  modern  chairs  chart  the 
progression  of  three  hundred  years  of  chair 
forms.  Clusters  of  stools,  upholstered  chairs  and 
some  unusual  forms,  such  as  an  enormous  settle 
which  kept  draughts  off  the  back  of  the  early 
Americans,  are  on  view. 

MAURICE  PRENDERGAST: 
A  NEW  ART  OF  IMPULSE 
AND  COLOUR 

A  major  exhibition  of  paintings,  watercolours, 
and  monotypes  by  Maurice  Prendergast  can  be 
seen  from  3  May  until  28  May,  at  Davis  and  Long 
Company,  New  York  City.  The  exhibition  was 
organised  by  Mrs.  Eleanor  Green,  Director,  the 
University  of  Maryland  Art  Gallery.  The  exhi- 
bition which  has  travelled  during  1976  and  1977, 
is  having  its  final  showing  in  New  York. 

Prendergast  has  frequently  been  dubbed  an 
'American  Impressionist',  although  his  links  to 
the  French  movement  are,  at  best,  tenuous.  This 
exhibition,  and  accompanying  catalogue,  em- 
phasise his  role  as  an  American  counterpart  to  the 
Fauves  and  a  precursor  of  twentieth-century 
serial  painters  primarily  concerned  with  experi- 
ments in  colour. 

Born  in  1 859,  Prendergast,  was  almost  an  exact 
contempory  of  John  Singer  Sargent.  However, 
because  he  grew  up  poor  in  Boston  and  could  not 
seriously  pursue  study  as  an  artist  in  Europe  until 
he  was  about  thirty  years  old,  he  belongs  artisti- 
cally in  the  mainstream  of  early  twentieth- 
century  Modernism.  He  first  became  well  known 
as  a  book  illustrator  in  1895.  By  1900,  at  the  time 
of  his  first  one-man  show  in  New  York,  his 
Venetian  watercolours  of  1898/9  were  well- 
reviewed  as  the  work  of  an  established  artist.  Two 
closely  related  works  begun  during  this  period, 
an  oil  and  a  watercolour  version  ot  Ponte  delta 
Paglia  being  shown  together  for  the  first  time, 
offer  a  rare  opportunity  to  compare  Prendergast's 
approach  to  different  mediums.  Opal  Sea,  a 
major  oil  executed  between  1903  and  1906  and 
never  before  included  in  a  comprehensive 
Prendergast  retrospective,  also  offers  unusual 
insight  into  the  artist's  transition  from  an  im- 
pressionistic technician  to  an  instinctive  and 
nondescriptive  colourist.  Such  predilections 
were  further  re-inforced  by  seeing  the  Fauves, 
Vallaton,  Vuillard  and  Cezanne,  in  the  fall  Paris 
exhibition  of  1907.  As  Prendergast  wrote,  the 
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young  painters  excited  him  so  much  he  had  to 
'run  through  the  boulevards  to  cool  off'.  As  a 
result  of  this  experience,  the  paintings  he  ex- 
hibited with  The  Eight,  of  which  this  exhibition's 
Young  Girls  at  Play  was  most  probably  included, 
could  correctly  be  compared  to  'explosions  in  a 
colour  factory'. 

From  this  time  until  his  death  m  1924 
Prendergast,  like  Bonnard,  painted  simul- 
taneously on  several  canvases  over  long  periods  of 
time  to  produce  a  coherent  body  of  work  which 
remains  as  vital  today  as  when  it  was  on  the  easel. 
Marblehead  Rocks,  an  extra-ordinarily  luminous 
and  imaginative  watercolour  included  in  the 
crucial  Armory  Show  of  1913,  and  Clocktower, 
which  evidences  the  frequently  successful  col- 
laboration between  Maurice  and  his  artist-framer 
brother  Charles,  are  of  particular  interest. 

A  fully  illustrated  catalogue  has  been  pub- 
lished. It  includes  a  critical  essay  by  Eleanor 
preen,  a  full  chronology  and  complete  catalogue 
entries.  Mrs.  Charles  Prendergast  has  given  the 
full  co-operation  of  the  estate  to  the  exhibition 
and  lenders  include  major  public  and  private 
collections  from  New  York  to  Los  Angeles. 


2.  Maurice  Prendergast. 
ThcQuai,  Venice,  watercolour,  c.  1899. 
Arthur  G.  Altschul,  New  York. 


AZTEC  STONE  SCULPTURE 

Aztec  Stone  Sculpture  from  the  last  few  hundred 
years  before  the  Spanish  conquest  of  Mexico  was 
seen  at  the  Center  for  Inter-American  Relations' 
Gallery,  New  York  City,  earlier  this  year. 
Included  were  seventy-seven  stone  pieces  selected 
from  the  collections  of  four  New  York  City 
Museums:  The  American  Museum  of  Natural 
History,  The  Museum  of  the  American  Indian, 


3.  Reclining jaquar,  Aztec,  stone. 

The  Brooklyn  Museum ;  Carll  H.  De  Silver  Fund. 

The  Brooklyn  Museum  and  the  Department  of 
Primitive  Art  of  The  Metropolitan  Museum  of 
Art.  Included  were  gods,  goddesses,  animals, 
calendar  stones  and  other  objects  related  to  Aztec 
religious  ceremonies. 

Most  of  the  sculptures  were  acquired  during 
the  late  nineteenth  and  early  twentieth  centuries 
when  the  word  'pre-Columbian'  was  nearly 
synonymous  with  'Aztec'.  Recent  spectacular 
archaeological  discoveries  in  Middle  America 
revealed  the  existence  of  many  more  ancient 
cultures  in  the  area  which  caused  archaeologists, 
art  historians  and  collectors  increasingly  to  favour 
the  earlier  traditions  of  pre-Columbian  art, 
neglecting  the  late  periods.  The  aim  of  the 
Center's  exhibition  was  to  re-acquaint  the  public 
with  the  art  of  the  last  major  pre-Hispanic 
civilisation  of  Mexico.  An  attempt  was  made  not 
only  to  present  the  sculptures  as  works  of  art,  but 
to  place  them  in  a  historical  and  cultural  context 
and  to  explain  their  symbolic  significance. 

The  museum  collections  from  which  the  pre- 
sent exhibition  was  selected  were  studied  and 
photographed,  and  the  catalogue  entries  were 
written  in  the  course  of  two  graduate  seminars 
under  the  guidance  of  Dr.  Esther  Pasztory, 
Associate  Professor  in  the  Department  of  Art 
History  and  Archaeology  at  Columbia  Univer- 
sity. An  attractive  and  authoritative  catalogue 
was  prepared  in  connection  with  the  show. 


RECENT  MUSEUM  ACQUISITIONS 
OF  AMERICAN  ART 

The  Los  Angeles  County  Museum  of  Art 
(California)  has  acquired  an  important  marble 
portrait  bust  of  George  Washington  executed 
about  1786  by  French  sculptor  Jean-Antoine 
Houdon.  Houdon  is  generally  considered  the 
most  important  sculptor  of  the  eighteenth  cen- 
tury and,  by  many  scholars,  the  finest  portrait 
sculptor  of  all  time.  The  purchase  was  made  with 
funds  contributed  by  museum  trustee  Anna  Bing 
Arnold.  The  work  once  belonged  to  the  Comtc 
Henri  de  Bayle  de  Malmonte,  cousin  of  the 
Marquis  de  Lafayette,  and  remained  in  the  de 
Bayle  family  in  France  until,  at  the  beginning  of 
this  century,  it  was  acquired  by  a  private  New- 
York  collector  from  whom  the  Museum  pur- 
chased it. 

The  Art  Institute  of  Chicago  has  acquired  a 
painting  by  William  Rimmer  signed  with  two 
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4.  William  Rimmer. 
Horses  at  a  Fountain,  1856/7. 
The  Art  Institute  of  Chicago ; 
Gift  of  Mrs.  Eugene  A.  Davidson. 


5.  Jean-Antoine  Houdon. 
Bust  of  George  Washington, 
marble,  c.  1786. 

Los  Angeles  County  Museum  of  Art ; 

Purchased  with  Funds  given  by  Anna  Bing  Arnold. 


dates  1856  and  1857.  The  picture  was  a  gift  to  the 
Art  Institute  by  one  of  its  great  patrons,  Mrs. 
Eugene  A.  Davidson.  It  is  the  first  painting  to 
enter  the  Institute's  collection  by  this  rare  painter. 

Milo  M.  Naeve,  Curator,  American  Arts,  has 
written:  'Rimmer's  usual  enigmas  occur  in  the 
picture.  One  cannot  be  sure  if  the  setting  is  dawn 
or  dusk,  the  motivations  for  the  shadowy  figures 
is  mysterious,  and  the  fountain,  on  close  in- 
spection, assumes  a  strangely  threatening  charac- 
ter. There  is  no  explanation  for  the  two  signatures 
or  dates;  the  only  plausible  one  is  that  Rimmer 
altered  it  a  year  after  his  initial  effort'. 


TUTANKHAMUN  TREASURES 

The  largest  exhibition  of  Tutankhamun  treasures 
ever  to  be  sent  abroad  by  the  Arab  Republic  of 
Egypt,  including  eighteen  pieces  which  have 
never  been  seen  outside  Egypt  before,  can  be  seen 
from  15  April  until  August  at  the  Field  Museum 
in  joint  sponsorship  with  the  University  of 
Chicago,  in  Chicago.  Arrangements  for  the 
United  States  tour  of  these  objects  were  an- 
nounced in  October  1975  in  an  agreement  signed 
by  Egyptian  Foreign  Minister  Ismail  Fahmy  and 
former  United  States  Secretary  of  State 
Henry  A.  Kissinger. 

Included  among  the  fifty-five  gold, 
alabaster  and  jewelled  objects  in  the 
exhibition  is  the  solid  gold  funeral  mask 
of  the  pharaoh  inlaid  with  cornelian, 
lapis  lazuli,  obsidian,  feldspar  and 
coloured  glass;  the  wooden  gilt  statuette 
of  the  goddess  Selkct;  the  gilded  figure 
of  Tutankhamun  as  harpooner;  a  gilded 
shrine;  and  jewellery  and  furniture. 

Four  publications  have  been  planned 
to  accompany  the  exhibition :  a  catalogue 
of  the  exhibition  by  I.  E.  S.  Edwards, 
former  Keeper  of  Antiquities,  The 


British  Museum  and  three  books  on  the  tomb  -  its 
objects,  the  discovery  and  jew-ellery.  More  than 
one  hundred  reproductions  and  adaptations  of 
jewellery  and  sculpture  in  the  exhibition  have 
been  made  for  sale,  the  proceeds  of  which,  after 
expenses,  will  go  for  the  work  of  the  Organisa- 
tion of  Egyptian  Antiquities,  primarily  for 
renovation  ot  the  Cairo  Museum  as  well  as  for  the 
Graeco-Roman  Museum  in  Alexandria. 

The  exhibition  has  been  made  possible  by  a 
grant  from  the  National  Endowment  for  the 
Humanities,  which  has  matched  grants  from 
the  Exxon  Corporation  and  the  Robert  Wood 
Johnson.  Jr.  Charitable  Trust. 

The  exhibition  opened  at  the  National  Gallery 
of  Art  (Washington,  dc).  After  the  Chicago 
showing,  the  Tutankhamun  treasures  can  be 
seen  at  Orleans  Museum  of  Art  (15  September 
through  15  January  1978),  Los  Angeles  County 
Museum  of  Art  (15  February  through  15  June), 
Seattle  Art  Museum  (15  July  through  15 
November),  and  The  Metropolitan  Museum  of 
Art,  New  York  (15  December  through  15  April 
1979)- 


Below. 

6.  Portrait  mask  of  Tutankhamun. 
gold  inlaid  with  carnelian,  lapis  lazuli, 
quartz,  feldspar,  obsidian  and 
polychrome  glass. 
Cairo  Museum. 
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Rediscoveries  in  Art 

Francis  Cotes 

Emile  Galle 

L'art  du  verre  en 
France  1 860-1914 

Wedgwood  Fairyland  Lustre 


Rediscoveries  in  Art 

By  Francis  Haskell 

246  pages.  255  illustrations 

London:  phaidon  press 

Pso 

'The  fact  is,  that  everything  in  art  which  is 
excellent  in  itself  will  remain  so,  independent  of 
fashion",  wrote  William  Buchanan  in  1824.  It  is 
exactly  this  kind  of  misconception  which  Francis 
Haskell  demolishes  in  the  five  chapters  of  his 
densely  documented  and  brilliantly  argued  book. 
No,  he  tells  us.  with  the  possible  exception  of 
Raphael,  Titian  and  Rubens,  no  artist  has  ever 
been  consistently  in  -the  limelight.  Turning  his 
back  on  the  Baroque  period  -  the  area  of  his 
previous  studies  -  Professor  Haskell  focuses  on 
the  vagaries  of  taste  in  England  and  France  during 
the  nineteenth  century.  His  aim  is  to  investigate- 
not  so  much  the  rise  and  fall  ot  particular  artists  as 
the  causes  of  this  phenomenon,  dependent  as  it 
was  on  the  changing  tastes  of  collectors,  dealers 
and  art-historians.  Social,  political,  religious  and 
economic  pressures  are  all  shown  to  contribute  to 
this  change ;  Haskell  also  examines  the  role  of  the 
public  and  of  contemporary  artists  in  this  com- 
plex story. 

Deternimist  effects  on  the  ebb  and  flow  of 
fashions  in  art  are  above  all  stressed,  with  startling 
results.  It  is  the  availability  of  works  more  than 
any  other  factor  which  influences  what  is  bought 
and,  conversely,  it  is  the  lack  ot  a  particular  school 
which  forces  the  collector  into  a  new  and  initially 
unfashionable  field.  Thus  an  extremely  convinc- 
ing argument  leaves  us  in  no  doubt  that  the  Italian 
loot  from  the  Napoleonic  wars,  far  from 
broadening  the  scope  of  the  collector's  eye  as  is 
generally  thought,  flooded  the  market  with  more 
ot  what  was  already  in  demand  -  late  Renaissance 
and  seventeenth-century  masters.  Likewise  the 
Orleans  sale  of  1792,  the  dispersal  of  one  of  the 
finest  collections  ever  in  private  hands  in  order  to 
raise  money  for  political  ventures,  brought  to 
England  yet  more  Raphaels,  Correggios,  Titians, 


Renis,  Domenichinos  and  Carraccis.  It  anything, 
we  are  told,  these  turbulent  events  ot  the  last  years 
of  the  eighteenth  century  helped  more  than 
anything  to  retard  the  reappraisal  ot  the  early 
Italian  art.  Exceptional  collectors  are  singled  out, 
such  as  Edward  Solly,  an  English  merchant  who 
remained  in  Berlin  throughout  the  Napoleonic 
v\  .u  s  .iiul,  guided  perhaps  by  the  advanced  c)  e  ot 
German  art-historians,  courageously  amassed  a 
fabulous  collection  of  Primitives. 

Artists  of  the  post-Napoleonic  period  con- 
tinued tor  some  time  111  the  Orlcamst  tradition. 
Men  like  Wilkie,  Eastlake,  Phillips  and  Etty  all 
journeyed  to  Italy  111  the  'thirties  and  'forties,  and. 
\\  bile  they  were  able  to  admire  Michelangelo  and 
the  Primitives,  this  had  no  effect  upon  their  work. 
Botticelli's  Mystic  Nativity,  unsaleable  111  1811, 
did  not  find  a  buyer  until  the  1820s.  Even  the  Pre- 
Raphaelites,  in  their  reaction  to  the  work  and 
values  of  contemporary  academicians,  and  with 
their  open  admiration  for  pre-Renaissance  artists, 
far  from  paving  the  way  for  a  greater  understand- 
ing of  these  painters  actually  acted  as  a  retro- 
gressive force.  In  a  fascinating  piece  of  documen- 
tation Haskell  demonstrates  through  excerpts 
from  the  Art  Journal  how  an  attitude  of  re- 
ceptivity to  the  Primitives  in  the  early  1840s  was 
transformed  by  the  early  1850s  into  an  all-out 
attack  on  what  the  author  wittily  calls  'Orcagnic 
terrorism".  'The  only  advantage  our  painters  will 
gain  from  studying  the  works  of  Giotto  is  to  learn 
what  to  avoid',  proclaimed  the  Art  Journal  primly 
in  1848.  And  all  this  on  account  of  suspicion  of  the 
prb  itself. 

The  growing  power  anei  dogmatism  ot  a  new 
species,  the  art-historian,  is  another  strand  taken 
up  by  Professor  Haskell.  At  the  Manchester 
exhibition  of  1857,  which  showed  a  great  many 
Primitives,  the  most  popular  painting  was,  ironi- 
cally, Annibale  Carracci's  Three  Maries;  and  yet 
when  Ruskin  was  asked  in  that  same  year  how  his 
working  men  reacted  to  Bolognese  art  he  re- 
torted: 'I  cannot  tell  you  because  my  working 
men  would  not  be  allowed  to  look  at  a  Bolognese 
picture".  This  is  the  kind  of  information  which 
makes  anyone  working  in  an  art  gallery  sit  up  and 
think;  after  all,  it  is  only  in  recent  years  that 
Balestra,  Batom  and  Dolci  have  been  resurrected 
from  the  stores  of  our  public  collections,  often 
with  a  fifty  years'  covering  of  dust,  and  are  now 
being  hailed  as  significant  artists.  'Rediscoveries 
in  Art'  is  certainly  a  book  which  anyone  working 
111  an  art  gallery  should  read  and  use.  Not  only 
does  it  raise  interesting  philosophical  problems 
but  its  detailed  account  of  the  history  ot  impor- 
tant collections  and  their  dispersal,  of  collectors, 
dealers  and  early  art-historians,  all  made  most 
accessible  by  a  comprehensive  index  and  bibli- 
ography, is  invaluable. 

There  is  one  small  worrying  note  which 
Haskell  himself  strikes  and  which  has  impli- 
cations for  the  present.  There  is  indeed,  he  admits, 
a  danger  of  over-hasty  or  overzealous  revaluation 
of  neglected  or  scorned  artists,  almost  in  an  effort 
to  forestall  changing  taste.  To  be  too  self- 
conscious  about  fashion  in  art  seems  to  be 
symptomatic  of  our  general  loss  of  confidence  in 
the  post-war  years;  perhaps  we  are  too  ready  to 
make  allowances  for  bad  artists  in  our  fervent 
wish  to  attain  true  objectivity.  I  cannot  help 
admiring  Ruskin  for  his  unhesitating  belief  that 
Bolognese  painting  was  not  for  his  working  men  ; 
let  us  hope  that  the  notion  of  subjective  pre- 
ference will  not  lose  all  its  respectability. 

Francesca  Calvocoressi 


Francis  Cotes 

Complete  Edition 
By  lidward  Mead  Johnson 
178  pages,  1 15  illustrations 
London:  phaidon  press 

I  his  is  the  first  hook  on  the  portrait  painter  who 
at  the  time  of  his  early  death  in  1770  had  become 
as  popular  as  Reynolds.  It  is  good  to  see  his 
charming  pictures  brought  together;  as  Professor 
Waterhouse  put  it  in  his  Penguin  volume:  'He 
went  all  out  for  health  and  youth  and  fine  clothes, 
a  strong  likeness  and  no  nonsense'. 

The  author  began  a  ph.D.  thesis  on  Cotes  in 
1968  and  has  obviously  put  in  a  good  deal  of  work 
both  on  his  Critical  Essay  and  on  the  Catalogue. 
The  former  discusses  the  influences  which  were 
added  to  the  Rococo  of  his  early  pastels,  suggest- 
ing for  example  that  in  the  late  1 750s  the  closeness 
of  Ramsay's  painting  to  pastel  helped  Cotes  to 
take  to  oils.  When  public  exhibitions  started  in 
1760  he  was  in  a  position  to  compete  with 
Reynolds,  who  was  a  constant  influence,  tempt- 
ing Cotes  to  go  beyond  his  range  as  well  as 
providing  ideas.  For  the  last  years  of  his  life,  when 
his  delightful  pictures  of  children  and  his  royal 
commissions  brought  success,  his  problem  was 
'how  to  preserve  his  gifts  for  Rococo  decoration, 
empirical  observation,  and  the  making  of  in- 
timate and  charming  portrait  images,  at  a  mo- 
ment when  the  grandeur,  formality  and  idealis- 
ation of  classicism  was  very  much  in  vogue'. 

The  author  brings  out  Cotes's  position  as  the 
leading  English  pastellist  of  his  century,  which 
gives  us  particular  cause  for  regretting  that  there 
are  only  four  colour  plates.  But  Cotes  was  not  an 
innovator,  and  there  is  no  major  re-assessment  to 
be  made.  It  is  clear  that  the  value  of  any  book  on 
him  must  lie  in  the  catalogue  rather  than  in 
criticism;  it  is  librarians,  students  ot  portraiture 
and  picture  dealers  who  can  make  use  of  a  book 
like  this. 

The  weakness  of  the  book  is  soon  apparent. 
The  photographs  are  there  to  illustrate  the  text 
not  the  catalogue;  despite  this  they  are  all  at  the 
back  of  the  book,  making  it  difficult  to  follow  the 
stylistic  analyses  of  the  Essay,  which  is  in  any  case 
difficult  to  read  because  of  its  long  line  and  its 
forty-six  pages  unbroken  by  a  single  sub- 
heading. Because  of  the  large  number  of  com- 
parative pictures  by  other  artists  we  find  that  of 
the  three  hundred  and  six  pictures  and  drawings 
given  to  Cotes  (plus  twenty-three  discovered 
after  the  main  Catalogue  was  completed)  only 
eighty  are  illustrated.  This  immediately  limits  the 
value  of  the  catalogue,  if  only  111  helping  to 
identify  untraeed  or  unrecognised  works.  Two- 
thirds  ot  those  in  the  chronologically  arranged 
catalogue  have  been  located,  but  this  leaves  just 
over  a  hundred  untraeed;  of  these  only  five  are 
illustrated,  despite  the  availability  of  engravings 
and  old  photographs,  of  which  there  must  be 
more  than  Dr.  Johnson  lists  since  he  gives  de- 
scriptions of  some  of  the  unlocated  pictures 
without  noting  where  they  are  illustrated. 

This  could  so  easily  have  been  a  better  book, 
both  with  more  illustrations  and  also  with  some 
more  research  of  a  quite  simple  kind.  For  example, 
more  biographical  details  of  sitters  could  help 
build  up  a  picture  of  his  clientele  as  well  as  give 
occasional  help  with  identifications.  This  is  clear 
in  the  case  of  a  pastel  dated  1757  (Supplement  6) 
which  is  described  as  'The  Rt.  Hon.  William 
Conolly  .  .  .  dates  unknown'.  Since  this  promi- 
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nent  Irish  figure  died  in  1754  it  may  well  be 
another  of  his  family;  the  absence  of  an  illus- 
tration prevents  us  comparing  it  with  the  por- 
traits of  his  son  Thomas  who  was  painted  by 
Mengs  in  1758  and  Reynolds  in  1762/4. 

One  must  conclude  that  the  publication  of  the 
book  would  have  been  better  delayed,  ideally 
until  a  major  Cotes  exhibition  had  helped  to 
bring  forward  further  information  and  made  his 
name  better  known.  The  possibility  of  higher 
sales  might  then  have  made  possible  the  compre- 
hensive illustration  which  would  make  sense  of 
Dr.  Johnson's  achievement  in  cataloguing  an 
artist  on  whom  so  little  work  has  been  done,  and 
which  the  public  can  reasonably  expect  to  find  in 
a  book  sub-titled  'Complete  Edition'  and  on  sale 
at  this  price.  David  Alexander 


Emile  Galle 

By  Philippe  Garner 

167  pages,  144  illustrations,  33  colour 
London:  academy  editions 
£  1 5-00 

L'art  du  vcrrc  en 
France  1860-19 14 

By  Janine  Block- Dermant 

200  pages,  300  illustrations,  1 17  colour 

and  facsimiles  of  signatures 

Lausanne:  edita  denoel 

160  Sw.  Francs. 

Philippe  Garner  has  written  the  first  book  on 
Emilc-Gallc  since  Louis  de  Fourcaud's  biography 
was  published  in  1903.  A  mass  of  essays  and 
articles  on  Galle  have  since  appeared,  but  few 
have  contained  much  meat,  and  Mr.  Garner  has 
based  his  researches  chiefly  on  close  readings  of 
Galle's  own  writings  and  those  of  his  con- 
temporaries. He  is  exceptionally  well  equipped 
for  his  task.  As  Sotheby's  Bclgravia  glass  expert 
he  has  seen  many  a  Galle  glass  come  and  go,  and, 
being  bilingual,  he  approaches  with  effortless 
ease,  not  only  the  writings  of  Galle,  but  the  whole 
rarefied  world  of  French  fin-de-siicle.  ot  which 
Galle  is  one  of  the  most  astounding  personalities. 

Our  factual  knowledge  is  materially  increased 
by  Mr.  Garner's  book.  Galle's  family  background 
and  training  and  the  growth  and  development  of 
the  works  in  Nancy  are  described  with  much 
fascinating  new  detail,  and  accompanied  by  a 
most  valuable  set  ot  hitherto  unknown  photo- 
graphs of  the  factories  and  workshops  set  up  111 
Nancy  in  1X74,  when  Galle  took  over  the  family 
business,  and  of  Galle  himself  at  different  stages, 
from  the  dreamy  youth  of  the  1  860s  to  the  man  of 
Paris  of  [895,  fashionably  moustachioed  and 
cravated. 

Galle  had  shown  important  and  original  glass 
at  the  Paris  exhibitions  of  1H74  and  1X84.  but  it 
was  his  show  of  three  hundred  pieces  in  1889, 
which  first  demonstrated  how  bold  and  creative  a 
glassmaker  he  could  be.  By  now  he  had  mastered 
every  conceivable  glass  technique,  and  devel- 
oped, expanded  and  bent  them  all  to  his  own 
needs.  And  these  went  far  beyond  the  making  of 
interesting  glass  his  products  should  be  true 
reflections  of  that  strange  world  of  thoughts  and 
feelings  he  had  made  his  own.  It  was  based  on 
wide  readings  of  the  classics  and  of  contemporary 
poetry,  and  it  was  inspired  first  and  foremost  by 


his  intense  experience  of  the  world  of  nature  as 
seen  in  a  luscious  garden.  Galle  knew  the  laws  of 
botany,  he  savoured  to  the  full  the  sensuous 
beauties  of  flowers  and  insects,  while  their  con- 
templation released  the  highest  flights  of  fancy  in 
his  mind.  His  love  of  the  natural  world  merged 
with  the  religion  of  his  childhood  into  a  very 
personal  kind  of  pantheism.  Other  formative 
forces  were  a  fervent  patriotism,  painfully  sharp- 
ened by  the  events  of  1 870-1 871,  which  had  cleft 
his  beloved  Lorraine  into  two.  A  romantic  love  of 
medieval  history  and  an  admiration  for  past  styles 
he  shared  with  many  artists  of  his  day,  and  he  soon 
left  these  behind,  while,  again  like  many  of  his 
generation,  he  admired  Islamic  and  Japanese  art, 
the  latter  becoming  by  far  the  most  influential  to 
his  own  work. 

Mr.  Garner  devotes  full  chapters  to  Galle's 
production  of  furniture  and  of  faience.  The 
ceramic  production,  an  inheritance  from  his 
father,  never  stimulated  him  to  the  highest 
originality,  and  in  1892  he  gave  up  experiment- 
ing with  pottery  (whether  the  production 
actually  stopped  111  this  year  is  apparently  not 
known).  At  the  1880  Exhibition  he  showed  his 
first  pieces  of  furniture,  richly  inlaid  and  carved 
with  subjects  from  nature,  with  poetic  titles  and 
heavy  with  symbolic  meaning.  The  production 
ot  furniture  sprang  directly  from  his  glassmaking, 
and  was  carried  on  until  Galle  died.  Some  of  the 
early  pieces  are  historic  pastiches  with  symbolic 
pictures  and  patterns  inlaid,  but  soon  came  some 
truly  staggering  products,  finest  of  all  the  great 
bed,  Aube  et  Crepusculc',  his  last  work  in  this 
line,  in  form  and  decoration  as  magnificent  a 
piece  of  Art  Nouveau  as  can  be  imagined. 

Hut  it  is  as  glassmaker  Galle  should  be  re- 
membered, and  here  his  position  is  unique,  for  he 
mastered  a  wider  technical  range,  had  a  greater 
number  ot  tine  specialists  .it  Ins  disposal  and  a 
bolder  and  more  personal  approach  than  any  glass 
artist  before  or  since  In  the  great  works  at 
Nancy,  which  at  its  height  kept  three  hundred 
people  occupied,  his  atelier  was  the  beating  heart, 
from  which  new  chemical  formulae,  new  designs 
and  ideas  came  pouring  out.  He  knew  every 
technique  from  personal  experience  but  he  is 
perhaps  best  seen  as  the  conductor  of  a  great 


Cigar  holder,  with  inlaid 
oxydised  colour-streaks  and 
cold  decoration  of  engraving, 
carving  and  gilding. 
Private  collection,  London. 


orchestra,  where  he  inspired  each  player  with  his 
own  enthusiasm. 

The  1889  exhibition  brought  Galle  world  fl 
tame,  and  it  also  created  an  enormous  and  « 
international  demand  for  his  glass.  To  satisfy  that 
he  began  a  large-scale  commercial  production,  ifl 
mainly  of  cased  glass  with  floral  decoration.  Tins 
is  the  kind  of  Galle  glass  most  people  see.  and  Mr. 
Garner  has  done  us  all  a  great  service  by  putting 
this  into  proper  perspective,  for  it  can  get  tire- 
some by  its  monotony  of  style  and  pretentious 
signatures.  However,  it  financed  the  production 
of  super  luxury  glass  creations,  sprung  directly 
from  Galle's  mind  during  the  1890s,  and  pro- 
duced as  unique  pieces  or  in  editions  of  up  to  five 
copies.  Galle  himself,  being  an  idealist  and  an 
honest  man.  was  eager  to  maintain  good  technical 
standards  tor  the  commercial  glasses.  It  was  after 
his  death  -  and  the  production  continued  until 
1935  -  that  the  quality  at  times  fell  to  disastrous 
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Mr.  Garner  ignores  the  commercial  pro- 
duction in  his  analyses  of  Galle  as  glassmaker 
during  the  1  Nyos,  which  saw  a  further  heighten- 
ing of  temperature  in  his  exalted  mind.  He  had 
become  closely  involved  with  the  higher 
Bohemian  circles  in  Pans,  the  world  of  Loi'e 
Fouller,  Sarah  Bernard  and  Proust  -  a  personal 
admirer  and  patron.  A  short  but  intense  friend- 
ship with  Count  Robert  de  Montesquiou,  a 
friend  ot  Proust's  and  eventually  a  close  model  tor 
a  mam  character  in  'A  la  recherche",  opened  up 
unknown  worlds  of  refinements  to  Galle,  and  his 
work  acquired  a  new  touch  of  sophistication 
bordering  on  the  vicious  and  the  wicked.  From 
this  period  dates  perhaps  the  most  daring  of  his 
glass  compositions,  'Les  Copnns",  a  cluster  of 
three  mushrooms  mounted  as  an  electric  lamp. 
Here  lovely,  idyllic  nature  has  taken  on  a  new  face 
of  something  erotic,  dangerous,  poisonous,  and 
the  result  is  suggestive  and  beautiful  beyond 
compare.  (But  what  about  the  Hortensia  bath- 
room, which,  according  to  G.  D.  Painter's  Proust 
biography.  Galle  planned  for  the  Count  -  did  it 
ever  materialise?) 

When  the  friendship  with  de  Montesquiou  had 
burst  like  a  bubble,  Galle  returned  with  some 
relief  to  Nancy.  Here,  with  fine  generosity,  he 
steered  the  rather  staid  production  of  expensive 
decorative  goods  traditional  to  Nancy,  into  new 
and  fashionable  channels,  and  firms  like  Majorclle 
and  Daum  ow  e  their  fine  Art  Nouveau  phase  and 
subsequent  tame  and  prosperity,  to  Galle's  in- 
spiration. By  the  age  of  fifty-eight  he  had  burnt 
himself  out.  and  died  of  leukemia. 

Mr.  Garner's  book  is  a  pleasure  to  handle,  and 
very  reasonably  priced  for  what  it  gives.  The  long 
quotations  from  Galle  and  others  arc  first  given  j 
in  French  and  then,  helpfully,  translated  into 
English.  The  handsomely  printed  pages  are  not 
disfigured  by  picture-references,  but  it  is  a  bit 
cumbersome  to  have  to  go  by  way  of  the  index 
(which  is  not  one  hundred  per  cent  foolproof)  to 
find  the  relevant  illustration.  Dimensions  arc  not 
given  for  the  pieces  illustrated,  and  this  one  misses 
badly,  tor  it  does  make  a  difference  whether  a 
glass-is  ten  or  thirty  centimetres  in  height.  A  most 
important  asset  are  the  many  exceptionally  fine 
illustrations,  particularly  those  showing  details, 
which  take  the  reader  most  closely  and  intimately 
into  the  Galle  world.  We  are  truly  grateful  tor  a 
book,  which  so  harmoniously  combines  a  rich 
material  of  factual  information  with  a  fine  under- 
standing of  the  period  and  a  fresh  and  deepfelt 
enthusiasm  for  Galle  at  his  best. 
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In  Mr.  Garner's  bibliography  we  miss  one 
recent  work.  Janine  Bloch-Dcrmant's  surve)  ol 
Freneh  glassmaking  before  1914-  Possibly  it  came 
too  late  to  be  included.  Mine.  Bloch-Dcrmant 
offers  much  original  material  on  Galle:  drawings 
and  instructions  for  the  making  of  two  named 
and  extant  pieces,  a  page  of  dated  Galle  signa- 
tures, and  a  detailed  description  of  how  the  cased 
glass  technique  was  transformed  in  Galle's  work- 
shops, to  produce  the  subtle  nuance  in  colour  and 
relief  which  he  desired.  Out  of  two  hundred 
pages,  she  devotes  eighty-eight  to  Galle,  so  his 
dominating  position  is  fully  acknowledged.  She- 
shows  some  of  the  glasses  illustrated  in  Mr. 
Earner's  book,  but  the  photographs  are  not  of  the 
same  quality,  lint  she  sees  him  against  the  whole 
rich  and  wonderful  world  of  nineteenth-century 
French  glassmaking.  and  puts  Eugene  Rousseau 
as  the  true  pioneer  in  French  luxury  glassmaking. 
He  was  Galle's  senior  by  nineteen  years,  and  left 
the  stage  of  exhibitions  in  [884,  just  at  the  time 
w  hen  Galle  was  beginning  to  make  an  impact. 

Rousseau  was  the  first  seriously  to  explore  the 
possibilities  of  the  cased  glass  technique,  and  to 
use  heavy,  massive  glass  varied  with  craquelures 
and  with  oxydisations,  which  created  colour 
effects  of  rare  beauty.  We  know  little  about  him. 
and  it  is  to  be  hoped  that  someone  will  go 
seriously  in  search  of  his  biography,  his  writings 
(some  do  exist!)  and  define  the  co-operation 
between  him  and  the  chemist  Leon  Appert. 
Three  of  Rousseau's  assistants.  Reyen.  Michel 
and  Leveille.  became  original  glassmakers  in  their 
ow  n  rights  after  Rousseau's  departure  (he  died  in 
1 891).  Perhaps  one  day  someone  will  a iso  recover 
the  names  from  the  great  Galle  orchestra.  Surely, 
some  of  them  must  have  been  ot  soloist  standard, 
and  will  possibly  be  discovered  to  have  made 
personal  contributions.  So  the  study  goes  on. 

Ada  Hoi  ak 


Wedgwood  Fairyland  Lustre 

The  Work  of  Daisy  Makeig-Jones 

By  I  'na  da  Fontaines 

New  York:  born-hawes; 

London:  sotheby  parke  bernet 

£30.00 

'Wedgwood  Fairyland  Lustre'  is  an  exhaustive- 
study  of  an  extremely  restricted  field  ot 
Wedgwood  manufactures.  There  is  little  that 
could  be  added  to  it,  and  I  find  it  difficult  to 
believe  that  anybody  would  really  want  to.  Una 
des  Fontaines'  'Wedgwood  Fairyland  Lustre'  will 
surely  be  the  last  word  on  the  subject.  It  is  the 
definitive  work. 

The  productions  ot  the  Wedgwood  manufac- 
tory have  often  reflected  the  conventions  of 
contemporary  book  illustration.  The  work  ot 
Thomas  Allen  corresponds  closely  both  in  style 
and  spirit  w  ith  the  book  illustrations  of  the  1  S6os 
and  1870s,  just  as  the  designs  of  Victor  Skellern, 
Rex  Whistler  and  Eric  Ravilious  on  Wedgwood 
cream-coloured  earthenware  reflects  the  wood- 
engraved  style  of  illustration  current  in  the  1930s 
and  1940s.  Fairyland  Lustre,  however,  is  more 
than  a  reflection  of  the  art  of  the  book  111  the  Art 
Deco  period,  its  author.  Daisy  Makeig-Jones 
pilfered  motifs  freely  from  the  work  of  illus- 
trators of  her  period  and  before  and  incorpoi  ated 
them  in  her  'designs'  for  punch  bowls,  vases, 
boxes  and  plaques,  casting  over  them  something 


of  the  aura  of  her  own  vivid  personality.  I  heard 
the  late  Sir  William  Rothenstein  say,  in  a  criti- 
cism of  students  work  at  the  Ro)  ,il  College  ol  \rt 
many  years  ago,  there  is  no  harm  in  stealing  from 
other  artists  as  long  as  you  make  sure  that  they 
have  something  worth  stealing.  Whether  the 
artists  from  which  Daisy  pilfered  were  ot  this 
order  I  must  leave  you  to  consider.  Among  many 
suppliers  of  motifs  for  her  'designs'  were  Gustave 
Dore,  Henry  I  Ford.  Edmund  Dulac  and  Kay 
Nielsen,  a  mixed  bunch.  More  pervasive  but  less 
identifiable  is  the  influence  of  Arrhur  Rackham. 

The  first  chapter  gives  a  brief  account  of  the 
nature  of  lustre,  its  origin  in  the  Middle  East,  and 
its  diffusion  throughout  Western  Europe,  with 
emphasis  upon  the  part  played  by  Staffordshire 
potters  in  the  development  of  commercial  lustrc 
recipes  and  techniques.  This  provides  a  solid 
foundation.  Una  des  Fontaines  comes  fully  into 
her  ow  n.  howev  er,  when  unfolding  the  life  story 
ot  Susannah  Margaretta  Makeig-Jones,  called 
invariably  Daisy,  and  ot  her  celebrated  lustre- 
wares.  Here  her  touch  is  lighter  and  more  sure. 

The  idea  of  producing  Fairyland  lustre  seems 
to  have  originated  in  processes  already  in  use  at 
the  Wedgwood  manufactory,  and  in  the  ex- 
perimental glazed  lustre  wares  produced  before 
World  War  1  by  John  Vivian  Goddard  and  Dr. 
Basch  at  Geo.  L.  Ashworth  and  Brothers  in 
Hanley.  Her  first  lustre  decorations  appeared  in 
the  autumn  of  191  4  Throughout  those  years  ot 
blood  and  fire,  1914-1918,  Fairyland  Lustre 
commanded  mounting  interest,  and  this  was 
maintained  111  spite  of  competition  from  firms 
like  Fieldmgs.  Carlton  China,  and,  on  a  different 
level,  Mmtons  and  Worcester,  until  the  collapse 
of  Wall  Street  in  1930  and  the  prolonged  slump 
which  followed.  The  end  came  in  World  War  11. 

In  subsequent  chapters  Mrs.  des  Fontaines 
provides  a  chronology  of  the  lustre  patterns, 
describes  the  factory  techniques  used  for  produc- 
ing them  and,  ofters  help  with  marks,  shapes  and 
other  means  of  identification.  As  a  consequence 
Fairyland  Lustre  is  the  most  completely  docum- 
ented of  any  branch  of  Wedgwood  manufacture. 
The  Fairyland  and  other  designs  are  presented  to 
us  111  fifty  truly  magnificent  colour  plates  and 
twenty-eight  plates  in  monochrome.  There  arc- 
one  hundred  and  forty  line  illustrations  with  full 
descriptions  not  only  ot  the  patterns  and  colours 
but  of  the  sources  from  which  both  stones  and 
pictures  were  taken.  The  majority  ot  the  draw- 
ings are  by  the  author  who  is  an  expert  copyist. 
Some  of  them  are  very  elaborate.  They  make- 
only  too  evident  the  weaknesses  of  Daisy 
Makeig-lones  as  an  artist,  designer  and  draughts- 
man: they  make  evident  also  Una  des  Fontaines' 
abihtv  to  sustain  quality  ot  line  relentlessly  over 
long  periods  ot  time.  Her  drawings  provide 
delightful  decorations  to  the  book.  She  should 
have  been  a  book  illustrator  herself. 

The  original  success  of  Fairyland  Lustre  was  as 
much  due  to  Daisy  Makeig-Jones'  forceful  per- 
sonality and  peiwers  of  persuasion  as  to  their 
timeliness.  The  revived  success  of  her  lustres  as 
important  collectables  is  probably  due  more  to 
the  renewed  interest  in  the  Art  Deco  period  than 
to  intnnsu  artistic  merit. 

Reginai  d  Hagg  \H 


CATALOGUE  RAISONNE 
ON  THE  PAINTED  WORKS 

OF 

C.  F.  DAUBICXY 

(1817  -  1878) 

This  book  has  been  realised  by  Robert 
Hellebranth.  art  expert  in  Paris.  Introduction 
lis  Daniel  Raskin-Daubigny.  English  texts 
by  Richard  IN.  Gregg,  Director  of  Paine  Art 
Center  and  Arboretum,  Oshkosh.  Wisconsin, 
and  by  Charles-Theodore  Price,  Professor  of 
Art  History  at  Connecticut  College,  New 
London.  Connecticut.  A  high  quality  bonk  of 
361  pages,  size  24  X  31  cm,  numbered  limited 
edition,  mat  blue  full  cloth  binding  with  gold 
stamping  on  the  back  and  the  front,  jacket  is 
reproduced  in  full  colour  and  laminated.  1500 
paintings  are  indexed  or  described.  1000  among 
them  reproduced  in  black  and  in  full  colour, 
matt  coated  extra  white  140  gsm  paper,  slip- 
case  made  with  the  same  cloth  as  the  cover, 
postal  shipment  with  cardboard  packing. 

Orders  and  information : 
Editions  Matute,  e/o  U.B.G. 
\        77  Grand  Rue,  1110-Morges 
5  Switzerland 

Galerie  Barbizon 
^  71  rue  des  Saints- Peres 

75006-Paris,  France 


Odilon  Redon 

by  Richard  Hobbs 

Illustrates  fully  the  range  of  Redon's  work  by 
locating  them  in  the  Symbolist  context  in 
which  they  belong 

192 pages.  19  colour  illustrations.  100  black 
and  white.  0  289  706157  £10  50 

Icart:  The  Gracious  Libertine 

by  S.  Michael  Schnessel 

Introduction  by  Katherine  M.  McClinton 
A  lavishly  illustrated  reappraisal  of  this  French 
Art  Deco  artist. 

192  pages.  56  colour  illustrations.  161  black 
and  white.  0  289  70761  7.  £10  50 


Japanese  Prints  and 
Western  Painters 

by  Frank  Whitford 

The  first  study  in  English  to  combine  a  full 
account  of  Japanese  prints  and  their  milieu 
with  an  analysis  of  their  impact  on  Western 
artists,  especially  those  in  nineteenth-century 
France. 

264  pages.  30  colour  illustrations.  160black 
and  white.  0289  707528.  £12  50 
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StudioVista 


293 


The  Arts 
in  Europe 


GREAT  BRITAIN 


Bernard  Leach 

3  March-8  May  1977 
The  Victoria  and  Albert  Museum, 
South  Kensington,  SW7 

Art  among  the  Insulators 

The  Bullers  Studio,  1932-1952 
1  March-14  April  1977 
Gladstone  Pottery  Museum, 
Longton,  Stoke  on  Trent 

The  history  of  English  ceramics  in  this  century 
has  been  dominated  by  Bernard  Leach.  It  is 
therefore  fitting  that  the  Victoria  and  Albert 
Museum  should  mark  Leach's  ninetieth  birthday 
with  a  retrospective  exhibition.  It  is  a  chance  to 
reconsider  and  reassess,  although  the  necessary 
detachment  is  made  harder  by  the  quasi-religious 
fervour  that  surrounds  Leach  and  his  world.  His 
followers  are  fanatics  indeed,  and  it  has  long  been 
a  heresy  to  criticise  Leach  and  the  studio  pottery 
movement  that  has  been  created  111  his  image.  The 
exhibition  presents  Leach  111  Ins  established  role, 
as  the  great  craftsman,  the  father  of  the  crafts 
revival,  the  philosopher  whose  word  is  truth  in 
his  kingdom  of  art  colleges  and  studio  potteries, 
the  man  w  ho,  single-handed,  stemmed  the  tide  of 
industrial  anarchy,  restoring  style,  quality  and 
self-respect  to  English  ceramics.  It  tells  the  fam- 
iliar story  of  Leach's  stays  in  Japan,  his  early 
days  at  St  Ives  and  the  art  colony  that  grew  up 
around  him  and  the  development  of  the  studio 
movement  to  the  present  day.  It  shows  Leach's 
phenomenal  output,  his  dependence  on  Japan, 
and  to  a  lesser  extent  on  China,  and  his  rejection 
of  industrial  styles  and  techniques  111  search  of 
pure  form  and  simplicity. 

A  large  number  of  pots  have  been  drawn 
together  to  form  this  exhibition,  some  familiar, 
bul  most  relatively  unknown.  Seen  together, 
they  raise  issues  that  threaten  to  undermine 
Leach's  reputation.  Among  them  are  good  pots 
by  any  standard,  pots  that  reveal  the  hand  of  a 
master,  but  the  total  impression  is  that  Leach  was 
simply  not  a  very  good  potter,  either  technically 
or  aesthetically.  They  show  that  he  was  often 
repetitive,  unoriginal  and  as  derivative  as  the 
industrial  potters  he  those  to  scorn;  they  fre- 
quently reveal  also  a  distressing  lack  of  technical 
ability.  The  stylistic  paths  he  followed  were 
rarely  new  the  so-called  'peasant'  wares  ofjapan 
had  been  rediscovered  in  France  in  the  nineteenth 
century,  while  the  so-called  'peasant'  wares  of 
England,  the  slipwares  of  Staffordshire  and 
Devon  were  at  that  time  part  of  a  tradition  still 
very  much  alive.  When  Leach  was  first  at  St.  Ives, 
he  w  as  surrounded  by  country  potters  still  using 
the  old  techniques  -  indeed  he  even  asked  one  of 
these  potters,  W.  Fishley  Holland,  to  come  and 
work  tor  him.  Perhaps  it  is  a  pity  Holland  refused, 
tor  Leach's  slipwares  are  particularly  un- 
satisfactory. 

More  important  perhaps  is  the  legacy  of 
Leach's  influence  that  the  exhibition  highlights; 
the  hand-made  ethic  that  has  been  blindly  accep- 
ted by  most  studio  potters  has  merely  produced  a 
universal  abandonment  of'standards  of  quality 
and  aesthetics.  Unfortunately.  Leach  must  be 
held  responsible  for  much  of  this,  both  by  his 
teaching,  and  by  his  pots,  so  many  of  which  arc- 
badly  made.  Philosophy  is  not  enough,  without 


Large  dish,  earthenware,  by  Bernard  Leach  1929, 
decoration  in  brown  slips  on  a  yellow  ground. 
Mr.  and  Mrs  G.  Wingfield  Digby. 
Victoria  and  Albert  Museum,  London. 

an  equivalent  technical  skill.  Ironically,  Leach's 
best  work  dates  from  the  1950s  and  the  1960s, 
when  his  power  and  style  was  matched  by  a  firm 
control  ot  technique.  Perhaps  he  found  that  the 
clays  and  glazes  ordered  from  industrial  suppliers 
in  Stoke  on  Trent,  and  the  industrial  kilns,  were 
not  such  a  bad  thing  after  all. 

Although  this  exhibition  cuts  Leach  down  to 
size,  he  is  still  the  Grand  Old  Man  of  English 
ceramics  on  some  levels.  To  put  his  work  into  its 
context  does  not  necessarily  destroy  it;  rather,  it 
enables  us  to  put  it  into  the  correct  perspective  ot 
the  1920s  and  1930s,  a  period  when  far  more  was 
going  on  than  the  craft  movement  would  have  us 
believe.  We  can  see  now  that  there  were  potters 
working  at  the  time,  for  example  W.  Staite 
Murray  and  Charles  Vyse,  who  were  simply 
better  than  Leach.  There  were  also  studio  potters 
happy  to  work  within  the  industrial  framework, 
for  example  W.  Howson  Taylor,  who,  with  the 
benefit  of  the  advanced  technical  knowledge- 
available,  was  able  to  produce  pottery  far  super- 
ior to  anything  that  Leach  could  make.  Taylor 
and,  on  a  less  parochial  level,  the  French  studio 
potters  of  the  late  nineteenth  and  early  twentieth 
century  all  realised  that  the  techniques  and 

Vase,  celadon  glaze, 
made  at  the  Bullers  Studio,  c.  1937. 
Gladstone  Pottery  Museum. 
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Sir  Anthony  Van  Dyck. 
Lady  Elizabeth  Thimbelby  and 
Dorothy,  I  'iscountess  Andover, 
c.  1637,52  x  59  inches. 


gandards  of  industry  in  fact  gave  the  potter  a  far 
greater  artistic  freedom  than  the  home-built 
rustic  potting  shed. 

The  exhibition  at  the  Gladstone  Museum,  de- 
voted to  the  products  of  a  largely  unknown 
industrial  studio  working  from  about  1932-1952, 
underlines  this.  During  this  period.  Bullers,  a 
manufacturer  of  electrical  porcelain  with  little  or 
no  artistic  pretensions,  sponsored  an  art  studio,  111 
co-operation  with  Burslem  School  of  Art.  In- 
spired by  Gordon  Forsyth,  then  the  Principal  of 
the  School,  and  directed  at  first  by  Anne  Potts, 
and  later  by  the  Danish  designer  Agnete  Hoy,  the 
studio  produced  a  wide  range  of  figures,  orna- 
ments and  tablewares,  many  inspired  by  the 
Oriental  styles  and  techniques  that  Leach  was 
frying  to  recreate.  Beneath  the  shadow  of  the 
insulators,  this  studio  combined  the  traditions  of 
Staffordshire  with  an  echo  of  Scandinavia. 
Designers  and  decorators  worked  with  total 
freedom,  their  work  supported  by  the  extensive 
knowledge  of  glazing,  porcelain  and  firing  tech- 
nology available  at  the  factory.  Freed  from  the 
self-imposed  hairshirt  of  technical  inefficiency 
that  Leach  chose  to  wear,  the  work  of  this  studio 
has  a  quality  and  style  rarely  seen  in  English  art 
and  studio  pottery,  a  quality  more  commonly 
associated  with  the  industrial  studios  ot  the 
Continent  where  advanced  design  and  studio 
practice  have  long  been  married  to  the  traditions 
of  industry. 

It  is  .1  measure  of  the  harm  caused  by  the  studio 
movement  in  England  that  ventures  such  as  this 
at  Bullers.  and  similar  ones  at  Doulton  and 
Wedgwood,  are  largely  forgotten  while  the  craft 
potters  thrive,  spreading  over  the  studios,  art 
colleges  and  craft  shops  of  England  a  monotonous 
sameness,  a  heavy-handed  deadness  unchanged 
since  the  1 930s.  These  industrial  studios  show  that 
hand  work  was  not  enough,  without  an  under- 
standing of  quality  and  aesthetic  judgement. 
Without  these,  studio  pottery  is  all  good  in- 
tentions and  idealism,  the  last  fling  of  a  post- 
Morns  philosophy  of  self-indulgent  escapism. 

Paul  Attirbury 

British  Watercolours 
1925-1950 

3ijanuary-i  May  1977 
Walker  Art  Gallery,  Liverpool 

When  a  leading  provincial  art  gallery  brings  out  a 
selection  of  watercolours  to  represent  a  period  ot 
twenty-five  years,  one  can  expect  a  display  that  is 
both  comprehensive  and  ot  high  quality.  But  that 
which  is  on  show  at  the  Walker  Art  Gallery  is 
patchy  and  disappointing.  The  period  covers  a 
number  of  important  movements,  the  Seven 
and  Five  Society,  English  Surrealism  -  best  seen  in 
Paul  Nash's  watercolours  none  of  which  are  here 
included,  the  Euston  Road  School,  the  neo- 
romantics  Sutherland  and  Piper,  and  during 
the  'forties  important  work  was  produced  by 
the  expressionists,  Bacon,  Minton,  Vaughan, 
Colquhoun  and  MacBride,  the  latter  group 
however  working  mainly  in  oils.  The  exhibition 
as  a  whole  fails  to  capture  the  flavour  of  the  period 
and  it  will  be  of  interest  to  watercolour  en- 
thusiasts not  for  the  general  conclusions  that  arc- 
arrived  at  but  for  the  individual  works  included. 

Among  these  must  be  mentioned  John  Piper's 
Rumcd  House  of  Commons  with  its  rich  variety  of 
surface  texture  and  Eric  Gill's  Walton  Village,  a 


This  splendid  example  of  Van  Dyck's  portrait 
style  when  he  was  court  painter  to  Charles  1,  has 
recently  been  acquired  for  the  nation  by  the 
National  Gallery,  London.  The  two  sitters  were 
daughters  of  the  Earl  Rivers  and  the  painting 
may  commemorate  the  wedding  of  the  eld- 
est, Dorothy,  to  Charles  Fioward,  Viscount 
Andover,  as  the  flowers  she  is  receiving  from  a 
cupid  are  associated  with  Venus.  The  dazzling 
colours  and  shimmering  materials  convey  an 


gouache  painted  with  dense  but  muted  colour 
harmonies,  in  which  a  deserted  street  becomes 
strangely  suggestive  of  the  human  presence. 
Cubist  break  up  of  form  creates  the  oddly 
juxtaposed,  overlapping  planes  found  111 
N.Martin  Bell's  Man  reading  the' Daily  Telegraph' 
in  a  Pub,  in  which  the  circles  depicting  his  eyes  are 
echoed  in  a  variety  of  other  motifs.  A  number  of 
war  paintings  capture  its  devastating  effects,  but 
again  the  selection  is  unrepresentative  as  no  work 
by  Henry  Moore  is  included.  To  turn  from  war 
paintings  to  the  more  serene  land  and  seascapes  on 
the  opposite  wall  is  to  discover  the  evocative 
Incoming  Tide  by  John  Nash.  In  this  outwardl) 
simple  watercolour  two  lines  of  breakers  con- 
verge as  they  disappear  out^to  sea,  their  regularity 
contrasting  with  the  more  amorphous  move- 
ment of  the  gently  lapping  waves.  The  cold  sea 
takes  up  the  main  part  of  the  composition  and  is 
sandwiched  between  a  small  strip  of  warm  sand 
and  the  glowering  purple  clouds  on  the  far 
horizon.  This  rare  and  unexpected  John  Nash  in 
itself  makes  the  show  well  worth  a  visit. 

Frances  Spalding 


impression  of  richness  and  elegance  which  is  the 
hallmark  of  Van  Dyck's  best  work.  The  picture 
was  first  recorded  in  the  sale  of  Sir  Peter  Lely's 
effects  on  18  April  1682  where  it  was  bought  by 
the  second  Earl  of  Sunderland  and  has  remained 
in  the  collection  of  the  Spencer  family  at  Althorp 
ever  since.  A  private  treaty  was  negotiated  with 
the  present  Earl  Spencer  to  acquire  it  and  it  is  a 
distinguished  addition  to  the  four  other  portraits 
by  Van  Dyck  in  the  National  Gallery. 


Nineteenth-  and  twentieth- 
century  prints 

3  1  March  -  29  April  1977 

P.  and  D.  Colnaghi 
14  Old  Bond  Street,  wi 

Opening  the  spring  season  at  P.  and  D.  Colnaghi 
tins  year  is  an  exhibition  of  nineteenth-  and 
twentieth-century  graphics  highlighting  the  his- 
tory of  European  printmaking  from  the  1820s  to 
the  Second  World  War.  More  than  an  historical 
survey,  the  show,  consisting  of  just  over  one 
hundred  and  twenty  prints,  offers  an  opportunity 
to  see  works  of  the  highest  quality  111  terms  of 
both  rarity  and  fineness  of  impression. 

Beginning  with  a  beautiful  impression  of 
James  Ward's  popular  lithograph  Adonis:  the 
favourite  Charger  oj  King  George  the  Third  of  1 824, 
the  walls  of  Colnaghi's  main  exhibition  space  are 
lined  with  outstanding  examples  of  prints  from 
the  early  English  lithographers  and  engravers  to 
the  Barbizon,  Impressionist  and  Cubist  schools. 
The  show  is  particularly  strong  in  prints  of  the 
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late  nineteenth  century,  including  two  Edvard 
Munch  proofs:  a  very  rare  variant  in  only  two 
colours  of  Three  Girls  on  the  Bridge  of  1920,  and  a 
fine  impression  with  carefully  w  iped  plate  tone  of 
Die  Sphinx,  1895.  printed  in  dark  green/black  ink 
before  the  Felsing  edition  in  brown  ink. 

Several  hand-coloured  prints  are  of  particular 
interest  and  are  testimony  to  the  high  standards  of 
the  Colnaghi  selection.  The  exquisite  plate  47 
from  Jerusalem:  the  Emanation  of  the  Giant  Albion 
by  William  Blake  is  perhaps  the  most  note- 


worthy of  these.  This  early  trial  proof,  coloured 
by  Blake  in  pink  and  grey  tints  of  watercolour 
with  pen  and  ink  additions  is  one  of  four  prints 
executed  by  the  artist  before  the  regular  series. 
Other  hand  coloured  prints  include  the  charming 
Hans  in  Witebsk  of  1922  by  Chagall  and  La  Maw 
aux  Peupliers,  1XH9,  by  Ensor. 

A  fully  illustrated  catalogue  accompanies  the 
exhibition. 

AlMEE  TROYEN 


The  so-called  Rubens  fireplace  now  in  the 
Grand  Hall  at  Mentmore,  Buckinghamshire. 
Because  the  building  is  now  Grade  1  listed  this 
cannot  be  removed  if  all  the  other  contents  are 
sold  by  Sotheby's.  It  is  reput 'd  to  have  been 
designed  by  Rubens  or  one  of  his  pupils  for  his 
house  in  Antwerp  but  the  only  room  big 
enough  for  it  would  have  been  the  studio  and 
even  there  it  is  difficult  to  see  how  it  would  have 
fitted.  The  present  fireplace  there  is  not  the 
original  although  it  is  seventeenth  century  but 
no  details  of  its  predecessor  are  known.  It  is 
possible  that  during  the  late  eighteenth  and 


nineteenth  centuries  when  Rubens'  house  was  in 
a  bad  state  ot  repair,  and  even  at  one  time  used  as 
a  prison,  the  fireplace  might  have  been  removed 
and  sold.  Certainly  the  Rothschilds  would  have 
had  enough  money  to  purchase  it  but  as  the 
family  papers  are  not  accessible  to  the  public 
there  is  no  means  of  verifying  this.  Until 
museum  experts  can  examine  the  papers  there 
can  be  no  certainty  as  to  the  origin  of  the 
fireplace;  it  is  heavily  restored  and  the  possi- 
bility must  remain  of  it  being  a  nineteenth- 
century  copy. 


Islamic  Art 

21  April-6  May  1977 
Spink  and  Son  Limited 
5  King  Street,  swi 

Spink's  have  decided  to  keep  up  the  interest  and 
enthusiasm  generated  by  the  fine  British  exiw- 
bitions  seen  during  the  World  of  Islam  Festival 
last  year.  Collectors  are  attracted  to  Islamic  art  by 
its  mystery  as  well  as  by  its  pure  decorative 
quality.  Regular  sales  and  specialised  exhibitions 
encourage  the  interest  of  collectors  and  can  lead 
to  the  discovery  of  Islamic  objects.  Good  cata- 
loguing not  only  provides  better  opportunities 
for  the  study  of  Islamic  art,  but  also  adds  to  its 
respectability  amongst  collectors.  The  Festival 
had  the  welcome  effect  of  setting  new  standards 
ot  popular  cataloguing,  including  not  only  ac- 
curate descriptions  but  also  transliterations  of 
inscriptions.  Spink's  have  wisely  continued  this 
by  having  their  catalogue  written  by  widely  re- 
spected scholars-Basil  Robinson.  Jennifer  Scarce 
and  James  Allen.  Spink's  have  also  appreciated  the 
historical  importance  ot  explaining  inscriptions 
such  as  extracts  from  the  Qur  an,  the  names  of 
the  twelve  Imans,  poems,  signatures  of  artists, 
dedications,  names  of  owners  and  dates.  Simon 
Digby's  careful  transliteration  and  translation  of 
elaborately  decorated  calligraphy  is  of  great 
value. 

The  exhibits  cover  an  unusually  w  ide  variety 
of  materials  including  miniatures,  ceramics, 
metalwork,  woodwork,  ivory,  stone,  jewels  and 
textiles.  Because  calligraphy  is  an  important 
decorative  element  in  these  objects,  it  is  worth  re- 
reading Martin  Lings'  excellent  recent  British 
Museum  catalogue  of  the  Qur'an  before  visiting 
Spink's.  There  are  over  three  hundred  objects 
which  include  rarities  in  ceramics,  miniatures, 
metalw  ork  and  Qajar  lacquer  enamel  and  paint- 
ings as  well  as  courageous  exhibits  from  the 
lesser-known  areas  of  wood,  ivory,  stone, 
Fatimid  textiles  and  Indonesian  objects. 

The  importance  of  condition  of  Islamic  objects 
is  always  arguable.  Although  Qajar  eighteenth 
and  nineteenth  century  objects  must  be  in  perfect 
condition,  the  condition  or  completeness  of 
earlier  objects  often  does  not  matter  because  of 
their  rarity.  For  instance,  missing  gold  and  silver 
inlay  and  handles  on  thirteenth  to  sixteenth 
century  metalwork,  mended  ceramics,  cut  down 
miniatures  and  later  bookbindings  and  small 
fragments  of  Fatimid  textiles  are  all  acceptable. 
This  is  because  they  have  technical,  historical  and 
academic  value  as  well  as  visual  appeal.  But  we 
must  beware  of  idolising  ugly  objects  because  of 
their  date  or  original  courtly  associations.  If  we 
lose  all  critical  sense  in  the  face  of  a  newly 
'discovered'  culture,  we  will  only  devalue  it. 

The  exhibits  include  several  fine  ceramics:  a 
lobed  Minai  cup,  a  turquoise  Mihrab  tomb  tile 
dated  1184,  a  Sultanabad  blue  jug  and  two 
eleventh,  tw  elfth  century  champleue  bowls. 

The  exceptional  variety  of  Fatimid  period 
(ninth/eleventh  century)  objects  include  a  gold 
bracelet  and  a  gold  necklace  both  encrusted  with 
ancient  jewels  and  glass.  Early  silkw  ork  is  repre- 
sented by  'Tiraz'  (manufactory)  cloths  with 
bands  of  foliate  Kufic  calligraphy  and  occasional 
Fatimid  hares.  The  bronze  eagle  and  a  rock  crystal 
fluted  globe  are  both  rare. 

The  metalwork  boasts  a  fifteenth-century 
hawking  drum,  three  Iranian  battle  standards 
from  the  Safavid  period  or  earlier  and  an  impor- 
tant stem  cup  and  cover  of  the  mid-thirteenth 
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Star-shaped  wooden  panel, 
decorated  with  a  carved  Naskhi  inscription  ; 
Iran,  thirteenth  century. 
Diameter:  12^  inches. 
Spink  and  Son. 

century  with  Timurid  decoration.  There  are  very 
rare  Timurid  period  objects  such  as  the  dragon's 
head  handle  jade  cup.  a  splendid  wooden  ceno- 
taph with  inscriptions  from  Turkey  and  the 
earliest  known  copy  of 'Assar's  Mihr  u  Mushtari 
byja'far  of  Tabriz  dated  1419.  Apart  from  many 
daggers  and  guns  there  are  unusual  Mughal  bows, 
a  Turkish  round  caned  shield  and  a  Timundjade 
sword  handle.  The  Mamluks  are  represented  by 
much  interesting  metalwork  as  well  as  a  rare 
ivory  cylindrical  box,  carved  ivory  door  panels 
and  a  fourteenth-century  manuscript  of  illus- 
trated fables  by  Zafar  al-Siqilh.  There  are  impor- 
tant miniatures  from  several  copies  of  the 
Shahnama  by  Firdawsi  including  one  by  Saliq 
ben  Said  in  the  Turkman  court  style  dated  1494. 
A  rare  treasure  from  the  lost  Delhi  Sultanate  is  an 
early  northern  Indian  Qur'an  dated  1399.  The 
popular  Qajar  arts  are  stunningly  represented  by 
the  bejewelled  insignia  of  the  Order  of  the  Lion 
and  the  Sun.  an  enamel  dagger,  hemispherical 
enamelled  earrings,  an  exceptional  pen-box 
showing  the  battle  of  Chaldiran  and  an  oil 
painting  of 'court  ladies  in  easy  undress'  once  the 
property  of  Sir  George  Ousley. 

Robert  Chenciner 


Three  small  pear-shaped  Ming  ewers  and 
domed  covers  from  the  remaining  Oriental 
works  of  art  from  the  collection  of  the  late 
Frederick  Mayer  unsold  in  the  sale  at  Christie's 
on  24/25  June  1974  and  now  being  offered  for 
sale  by  Spink  and  Son,  King  Street,  St.  James's, 
swi.  Several  other  notable  pieces  are  for  sale, 
including  a  plain  fifteenth-century  stem  cup, 
a  blue  and  white  Hsiian  Te  bowl  and  some 
T'ang  silver. 


Devotional  work,  dated  '1  140  h'  (1727/8),  written  by  KhaffafZadah,  Persian. 

This  is  one  of  several  Qur'ans  and  other  devotional  works 
now  being  collected  by  Asprey's  of  Bond  Street,  wi. 


George  Cumberland.  The  Ferry  house  near  Weymouth  showing  the  hauling  tackle  for  the  Portland  Ferry, 
watercolour,  signed  with  initials  and  inscribed  verso,  6  x  85  inches. 


From  an  exhibition  of  watercolours  by  George 
Cumberland  (1754— 1848)  at  the  Covent  Garden 
Gallery,  Russell  Street,  WC2.  Apart  from 
making  watercolour  sketches  almost  every- 
where he  went,  Cumberland  wrote  several 


short  articles  and  letters  which  reveal  his  scien- 
tific knowledge  and  his  careful  observation  of 
nature;  he  was  also  a  tireless  traveller,  writing 
guide  books  to  many  of  the  places  he  visited.  He 
was  interested  in  Neo-classicism  and  expenmen- 
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tal  printing  and  was  a  Republican  sympathiser. 
He  is  perhaps  best  known,  however,  through  his 
friendship  with  William  Blake  with  whom  he 
corresponded  for  over  forty  years,  commission- 
ing Blake's  last  engraving,  a  tiny  visiting  card. 
The  watercolours  in  the  exhibition  are  taken 
from  several  sketchbooks  of  English  and  Welsh 
'  views,  gathered  into  two  albums  by  a  member 
*  of  the  Cumberland  family. They  were  executed 
between  1 8  I  5  and  1828  when  he  was  living  in 


Bristol,  and  several  show  the  influence  of  Francis 
Danby,  a  young  Bristol  artist  whom  he  patro- 
nised. But  in  contrast  to  Danby's  poetic  view  of 
nature,  Cumberland's  is  primarily  practical:  he 
attempts  to  reveal  the  underlying  structure  ot 
natural  tonus  and  to  show  how  such  things  as 
ferry  pulleys  and  packthread  spinning-wheels 
work,  he  thus  conveys  something  of  the  effect 
that  the  Industrial  Revolution  was  having  on 
the  landscape  in  the  early  nineteenth  century. 


J  OH  AN  BAR  I  "HOLD  JONGKIND. 

Vue  de  port  d'Anvers, 
signed  and  dated  '6  Septembre  '66,  Atwers', 
watercolour,  280  x  435  mm. 


From  an  exhibition  of  master  drawings 
presented  by  Adolphe  Stem,  at  the  Covent 
Garden  Gallery.  Mr.  Stein  is  at  present  working 
on  a  catalogue  raisonnc  ofjongkind's  work  and 
would  be  very  grateful  for  any  information 
about  the  artist. 


FRANCE 


The  Inauguration  of 
the  Beaubourg  Centre 

The  Musee  Georges  Pompidou  or  Centre 
Beaubourg  was  officially  opened  on  31  January. 
A  national  centre  of  art  and  culture,  this  vast  glass 
edifice,  open  to  the  public  every  day,  resembling 
a  huge  steel  framed  ship,  is  the  revolutionary 
creation  of  two  architects  -  the  Englishman 
Richard  Rogers  and  the  Italian  Renzo  Piano.  For 
the  first  time  in  the  world  all  forms  of  art  will  be 
assembled  in  this  immense  confusing  building  - 
about  which  opinions  are  divided.  It  contains  a 
free  library,  a  centre  for  workshops,  a  museum 
of  modern  art  (the  largest  ever  with  eighteen 
hundred  works  from  1905  to  the  present  day),  an 
institute  of  research  into  acoustics  for  music,  a 
film-store,  temporary  exhibition  rooms,  work- 
rooms reserved  for  children,  and  many  other 
activities.  The  objective  of  this  unique  experi- 
ment, this  catalyser  of  every  activity,  right  in  the 
heart  of  the  city,  is  to  bring  art  within  the  reach  of 
the  masses.  c.s 


A  retrospective  exhibition 
of  Andre  Derain 

At  the  Grand  Palais  Paris  until  1 2  April  is  the  first 
official  retrospective  exhibition  of  the  works  of 
Derain,  who  died  in  1954.  Sixty  paintings  lent  by 
various  museums  and  private  collections  retrace 
his  complex  development.  First  come  the  vibrant 
canvases  of  the  Fauve  period  (1905- 1906)  painted 
at  Collioure  (with  Matisse)  and  in  London.  Then 
follows  the  Cubist  period  (1909-1914).  Next  are 
the  years  of  study  on  his  own  during  which 
Derain  tried  to  return  to  the  classicism  of 
museums,  and  explored  the  work  of  such  masters 
as  Poussin,  Corot,  Cezanne  and  the  great  Dutch 
painters  of  the  seventeenth  century  - 111  which  the 
boldest  of  experiments  were  combined  with  an 
almost  excessive  respect  for  tradition.  Finally 
comes  that  intriguing  line  which  has  now  been 
methodically  studied  and  explained  by  this  com- 
plete survey  of  his  works.  gs 


A  new  Tapestry  Museum 

Until  30  April  the  Mobilier  National  in  Beauvais 
has  lent  to  the  town  of  Beauvais,  where  a  new 
Galerie  Nationale  de  la  Tapisserie  has  just  been 
opened,  a  rare  collection  of  French  tapestries 
from  the  fifteenth  century  to  the  present  day.  Ttoe 
town  is  thus  rediscovering  its  past ;  the  part  played 
since  1662,  when  the  manufacture  of  Beauvais 
tapestries  was  started  by  Colbert,  is  well  known. 
The  building  meets  two  requirements.  It  serves 
both  as  an  exhibition  and  audio-visual  centre,  and 
an  auditorium  with  visual  presentation  to  sup- 
plement the  exhibitions  and  a  demonstration 
workshop.  gs 

The  painting  of  Louis  Cottin 

Louis  Cottin,  well  known  in  his  own  town  of 
Marseilles,  is  exhibiting  in  Paris  for  the  third  time. 
A  native  of  Lyons,  he  retains  in  his  landscapes  and 
still— lifes  a  feeling  of  modesty  and  restraint  whilst 
a  warm  Mediterranean  glow  pervades  the  bright 
colouring  of  his  forms.  The  exhibition,  running 
at  the  Galerie  Bernheim-Jeune  (83,  Faubourg 
Saint-Honore)  until  14  April,  well  illustrates  the 
different  facets  of  his  inspiration.  gs 


BELGIUM 


The  Collection  of  a 
Connoisseur 

At  the  Bibliotheque  Albert  ier,  Brussels  until 
30  April  is  an  exhibition,  recently  on  view  in 
Rotterdam  and  Pans,  of  one  hundred  and  sixty 
Dutch  and  Flemish  drawings  which  demonstrate 
the  enormous  diversity  in  the  art  ot  the  Low 
Countries  in  the  sixteenth  and  seventeenth  cen- 
turies. It  was  through  the  influence  of  the  vast 
European  movement  later  known  as  the 
Renaissance  that  the  spiritual,  religious  and 
artistic  life  of  the  two  provinces  was  to  divide  and 
acquire  its  own  individuality.  With  infinite 
charm  and  curiously  modern  expressiveness  these 
drawings  reflect  the  regional  characteristics  and 
the  successive  aesthetic  movements  of  a  country 
and  period  exceptionally  rich  in  artistic  genius. 
The  visit  to  Italy  had  become  a  tradition  but  each 
artist  absorbed  his  apprenticeship  to  the  Classical 
into  his  own  style.  Some  of  them  (Avercamp, 
Nagel,  Jan  van  de  Velde  amongst  others)  fore- 
shadow the  bold  brushwork  and  synthetic  ap- 
proach of  the  nineteenth-century  painters.  The 
Mannerism  of  Leyden  is  not  like  that  of  Antwerp, 
the  Itahanatc  expressionism  of  van  Scorel  is  not 
the  same  as  that  of  the  Brueghels.  Goltzius  (Two 
Persons)  and  Karel  van  Mander  represent  the 
Mannerism  which  influenced  the  school  of 
Haarlem  at  the  end  of  the  sixteenth  century  while 
at  Utrecht  the  early  seventeenth-century  artists 
came  under  the  influence  of  Caravaggio  and  then, 
through  the  powerful  inspiration  of  Rubens 
of  a  kind  of  dynamic  and  sensual  lyricism. 
Rembrandt  and  Vermeer  represent  the  Golden 
Age  of  Dutch  painting,  while  in  the  south  Van 
Dyck  and  Jan  Cossiers  were  first  in  a  line  of  great 
portrait  painters  and  David  Teniers  and  Brouwer 
were  representative  of  the  realist  artists  who 
started  the  vogue  for  numerous  scenes  of  fairs  and 
taverns.  Gerald  Schurr 
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HOLLAND 


i.  Anthonif  Waterloo. 
Les  Qiiiiis  de  Lyon, 
wash  drawing,  28  x  44  cm. 
Bibliotheque  de  Bruxelles. 


The  Castle  Amerongen,  near  Utrecht,  Holland. 


Amcrongen  Castle 
saved  for  the  Dutch  nation 

The  Castle  Amerongen,  near  Utrecht,  recently 
threatened  with  destruction,  has  been  saved  for 
the  Dutch  nation  by  private  initiative.  When  the 
Dutch  Government  withdrew  from  negotiations 
111  April  last  year  the  Utrecht  Castle  Foundation 
was  able  to  re-negotiate  with  the  family. 
Amerongen  still  has  its  original  contents  from  the 
seventeenth,  eighteenth  and  nineteenth  centuries, 
such  as  a  unique  set  of  floral  marquetry  furniture 
by  Jan  van  Meekeren,  of  which  an  identical  piece- 
was  on  show  in  the  exhibition  in  London  last 
year,  'Art  111  Seventeenth-Century  Holland". 
This  important  collection  exists  because  the  pro- 
perty was  for  more  than  three  hundred  years  in 
the  hands  of  the  van  Recde  family,  made  Counts 
of  Athlone  by  King-Stadhouder  William  m. 
The  castle  in  its  present  state  was  rebuilt  after  it 
was  sacked  in  1672  by  French  troops  on  special 
order  of  King  Louis  xiv,  who  tried  in  vain  to 
conquer  the  Netherlands. 

The  new  Castle  Amerongen  was  the  first  of  a 
series  of  important  country  houses  built  by  King- 
Stadhouder  William  111  and  his  court,  as  were 
Zeist  (1685),  Het  Loo  (1686),  Middachten  (1695) 
also  for  the  van  Reede's,  and  De  Voorst  ( 1 697)  for 
Arnold  Joost  van  Keppel,  Count  Albemarle. 
Even  when  the  castle  returned  to  Dutch  owner- 
ship in  1879,  the  van  Aldenburg  Bentinck  family 
kept  everything  together,  and  was  therefore  very 
pleased  to  see  the  whole  property  saved  for 
posterity  by  the  Utrecht  Castle  Foundation,  with 
the  help  of  grants  from  private  and  government 
funds. 

Herbert  Jan  Hymersma 

Jan  van  Scorel 

5  March  -  1  May  1977 
Centraal  Museum,  Utrecht 
May  -June  1977 
Musee  de  la  Chartreuse,  Douai 

In  1966  Dr.  J.  R.  J.  van  Asperen  de  Boer  de- 
veloped a  new  method  to  reveal  the  under- 
drawing of  a  painting  more  or  less  complete,  by 
means  of  infra-rcd-reflectography.  Infra-red- 
reflectography  makes  it  possible  to  scan  a  painting 
with  a  camera  sensitive  to  infra-red,  while  a 
picture  of  the  underdrawing  ('reflectogram') 
appears  on  a  television  screen,  or  on  a  film.  This 
opens  new  perspectives  to  the  art  historian  as  he 
can  at  once  get  to  know  the  picture  111  its  totality 
from  under-drawing  to  finished  painting;  it 
means  that  he  can  see  whether  drawing  (if 
available),  under-drawing  and  painting  are  done 
by  one  and  the  same  artist.  When  van  Asperen  de 
Boer  w  rote  his  dissertation  (1972),  he  regretted 
the  tact  that  infra-red-reflectography  had  not  yet 
been  applied  to  the  work  of  one  particular  school 
or  artist.  This  is  now  done  111  the  Centraal 
Museum  111  Utrecht  with  an  exhi- 
bition onjan  van  Scorel  (1495-1562).  In  contrast 
to  the  large  exhibition  of  van  Scorel's  work  in 
Utrecht  in  1955  in  which  a  stylistic  survey  was 
made  and  his  relationship  with  Italy  explored,  in 
the  present  show  the  technical  aspect  of  his 
paintings  is  emphasised,  through  the  col- 
laboration of  the  scientist  van  Asperen  de  Boer 
and  several  art  historians. 
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The  number  of  paintings  in  the  exhibition  is 
limited;  it  is  mainly  the  period  when  van  Scorel 
worked  in  Utrecht,  c.  1540.  which  is  dealt  with. 
From  the  Musee  de  la  Chartreuse  in  Douai  nine 
recently  rediscovered  panels  of  the  huge  altar- 
piece  of  Marchiennes  are  exhibited;  from  the 
Great  Church  in  Breda,  there  is  the  altar  with  the 
■finding  of  the  True  Cross.  Paintings  and  drawings 
related  to  this  period  in  van  Scorel's  work  are 
gathered    from    many    different  collections 
(Amsterdam,  Bonn,  Berlin,  Munich,  London), 
including  the  portrait  of  van  Scorel  by  Antonius 
Mor,  which  has  never  been  exhibited  outside 
London.  For  the  first  time  art  historical  and 
scientific  research  are  combined  to  give  us  a  better 
insight  into  van  Scorel's  oeuvre  and  his  re- 
lationship with  his  assistants.  His  work  has  been 
reflectographed  and  the  reflectograms  are  shown 
next  to  the  paintings,  allowing  us  a  comparison 
on  the  spot  of  finished  work  and  under-drawing. 
Though  mainly  known  to  us  as  a  painter,  van 
Scorel's  many  other  activities  as  scholar,  col- 
lector, canon,  projector  of  dikes  for  polders, 
engineer  and  wine-merchant  get  ample  attention, 
in  both  the  extensive  catalogue  and  the  exhi- 
bition. 

Mariette  van  Hall 

Jan  van  Sc;orel. 
An  Angel  holding  the  Coat-of-arms  of  Jacques  Coene-, 
left  exterior  wing  of  the  Marchiennes  altarpicce, 
c.  1540. 

Musee  de  la  Chartreuse,  Douai. 


WEST  GERMANY 


The  ScLilpturcs  of 
Norbcrt  Krickc 

Kricke,  who  was  born  in  Diisseldorf  in  1022,  is 
known  for  his  space  sculptures  of  a  revolutionary 
nature:  arrangements  of  metal  bands  spreading 
freely,  clusters  of  slender  lines,  arabesques  of  strips 
of  steel,  copper  or  nickel  painted  111  different 
colours.  These  mobile  compositions  are  fre- 
quently designed  in  conjuction  with  buildings,  as 
is  evident  from  the  numerous  works  on  view 
until  12  April  .it  the  Landesmuseum  of  Minister, 
one  of  the  towns  for  which  the  artist  designed  the 
facades  of  the  theatre  in  close  collaboration  with 
the  architects. 


SPAIN 


The  second  Barcelona  Antiques  Fair  takes  place 
between  16  and  2X  April  1977  at  the  Palace  of 
Alfonso  xin  111  the  exhibition  park  of  Montjuich 
in  Barcelona.  Participating  are  two  hundred 
antique  dealers  from  all  over  Spain,  under  the 
patronage  of  the  Antique  Dealers'  Association  of 
Barcelona.  Information  can  be  obtained  from 
Exposicion  de  Anticuanos  en  Barcelona,  A  venida 
Maria  Cristina,  Barcelona  4. 
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Seventeenth-century  Flemish  furniture  and  tapestries  appear  fairly  regularly  in  the  salerooms,  hut  other  Flemish  works  of  art 
from  this  period  are  scarce.  So  much  silver  was  melted  down  during  the  French  Revolution  that  very  little  remains  in  museums 
and  churches,  let  alone  on  the  art  market.  Authentic  paintings  and  drawings  by  Rubens  himself  are  seldom  for  sale  and  of 
course  fetch  high  prices  when  they  do  appear,  but  works  by  his  followers  and  contemporaries  are  less  rare. 


Salerooms 


Briony  Llewellyn 


Right. 

3.  Tapestry  representing 
the  Building  of  the 
Tower  oj  Babel. 
Brussels  town-mark 
and  monogram, 
late  sixteenth  century, 
jm.  30  cm.  x  2  m.  46  cm. 
Christie's,  February  1977. 
£4.400. 

Another  seventeenth- 
century  Brussels 
tapestry  representing  an 
allegory  of  March, 
signed  'Vander  Goten', 
was  sold  by  Mes.  Martin 
in  Versailles  in 
December  1976 
for  Fr.  40,000. 


1.  Peter  Paul  Rubens. 
Heliodorus  de  Barea,  panel, 
possibly  1628/9,62.2  x  49.5  cm. 
Christie's,  November  1976. 
£45,000. 

A  Saint  Francis  by  Rubens  off.  16 15  was  sold  by  Sotheby's  in  New  York 
in  December  1976  for  885,000.  It  is  illustrated  in  'Saints',  Part  1,  the  eighth 
volume  of  the  'Corpus  Rubenianum  Ludwig  Burchard'. 

'Below. 

2.  Attributed  to  Peter  Paul  Rubens. 

Head  oj  Silenus,  pen  and  brown  ink,  brown  wash, 
236  x  165  mm. 
Christie's,  December  1976. 
£1,000. 

It  seems  more  likely  that  this  is  by  one  of  Rubens'  pupils; 

a  sculpture  in  the  Rubenshuis  probably  by  Lucas  Fayd'herbe 

of  the  head  of  a  satyr  has  a  similar  face. 

A  drawing  by  Rubens  of  Christ  on  the  Cross 

was  sold  in  May  by  Sotheby's  in  Amsterdam 

for  90,000  guilders  (The  Connoisseur, July  1976). 


Right. 

4.  The  Boswell  cabinet. 
Ebony  cabinet,  Flemish, 
probably  Antwerp, 
mid  seventeenth  century. 
Width :  142  cm. 
Christie's,  Malahide  Castle, 
Co.  Dublin,  May  1976. 
£7,500. 

The  cabinet  was  used  by  James  Boswell 
the  eighteenth-century  biographer, 
for  family  and  other  papers 
which  he  specially  prized. 
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5.  Ebonised  and  scarlet  tortoiseshell  cabinet,  Antwerp,  mid  seventeenth 
century;  the  interior  with  fourteen  pictures  on  copper  in  the  style  of 
Abraham  van  Diepenbceck,  depicting  the  life  of  Diana. 
Phillips,  November  1976. 
£6,200. 

An  ivory-inlaid  ebony  cabinet  from  Augsburg,  seventeenth  century,  was 
sold  by  Mes.  Martin  in  Versailles  in  December  1976  for  Fr.  22,000  and  a 
walnut  and  parcel  gilt  vargueno  on  stand  from  Spain,  also  seventeenth 
century,  was  sold  by  Phillips  in  February  1977  for  £4,600. 


7.  Pieter  Brueghel  the  younger. 
Winter,  panel,  42  x  49  cm. 
Sotheby's,  December  1976. 
£42.000. 

The  artist  was  a  contemporary  and  compatriot  of  Rubens;  his  younger 
brother.'Jan  'Velvet',  was  a  close  friend  of  Rubens  and  collaborated  with 
him  on  paintings  such  as  The  Garden  of  Eden  (Mauntshuis,  The  Hague). 


Above. 

6.  Double  virginals  by  Hans  Ruckers  the  Younger, 
Antwerp,  1623  or  1628,  signed  and  inscribed  in  Latin, 
decorated  with  the  Ruckers'  sea-horses. 
Sotheby's,  New  York,  October  1976. 
865,000. 


Right. 

8.  Oak  cabinet,  Flemish,  late  sixteenth/ 
early  seventeenth  century;  the  upper 
part  with  two  doors  carved  with  figures 
of  Justice  and  Wisdom,  Eve  and 

two  soldiers.  Width  :  1 1 7  cm. 
Christie's,  December  1976. 
£3,000. 

9.  One  of  a  pair  of  silver-gilt 
covered  beer  tankards. 
German,  probably  Hamburg, 
c.  1670;  decorated  with  the 
Rape  oj  the  Sabine  Women. 
Height :  12  J  inches. 
Phillips.  January  1977. 
£14,800. 


In  December  a  very  successful  sale  of  works  of  art  was  held  at  Leys  in 
Antwerp.  Prices  included  B.  Frs  1,350,000  for  a  cabinet  set  with  Viennese 
enamel  plaques,  nineteenth  century,  and  B.  Frs  2,000,000  for  a  Brussels 
tapestry,  eighteenth  century,  depicting  a  boy  and  parrot  in  a  wooded 
landscape. 
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9.  KUNST-  UND  ANTIQUITATEN-MESSE 
HANNOVER 


Galerie  und  Orangerie  Hannover-Herrenhausen 
22  April- 1  May  [977 


H.  M  Vocel 
Bilker  StraBe  5 
4000  Diisseldorf 
Louis  xv  carteluhr,  1750, 
signed :  'Mynnel  Paris', 
with  gilt  bronze. 
Height :  S C>  cm. 


Al  BRECHT  NEUHAUS 

HeinestraBe  9 
S700  Wiirzburg 
One  of  a  set  of 'setzebechern' 
beakers,  silver  and  silver-gilt. 
Augsburg,  c.  1  5H0, 
signed  '  Tobias  Flicker  T. 
Height :  20  0  cm. 


Hi  11)1  Hubni  K 
I  landelstraBe  2 1  a 
X700  Wiirzburg 

A  finely  engraved  cut-glass  goblet. 
Silesia,  c.  1730.  Height:  14.5  cm. 


Lilo  Degenfr 
I  lindenburgstraBe  3  3 
3000  Hannover  1 
Nautilus  cup,  Eger,  Bohemia 
f.  171 3.  Height:  34  cm. 


Below. 

c.aifrie  Karl  H.  Pohi. 
Fischmarkt  5, 
5000  Koln  1 

Astronomic  al  compendium  by  Christopher  Schissler, 
Augsburg,  1559,  copper,  engraved  with  gilt. 

Pl.imctcr     4   SI  111  -  rrSKr 


F.  K.  A.  Huhsmann 
Hohe  Bleichen 
2000  Hambui  g  )6 
Double  cupboard,  oak. 
The  Netherlands,  c.  1650, 
70  x  1  38  x  6 1  cm. 


Kari  VONDERBANK 
GoethestraBe  1 1 
6000  Frankfurt  am  Main  1 
Album  hi  Durer. 

The  hinh  of  Mary :  Die  IVochenstrube 
wood  engraving,  [503,  folio  S  of 
I  )as  Marienleben' 


Below. 

(  .1  ( IRG  Blill  si  11 

DrummelbergstraBe  9 
7953  Bad  Schussenried 
One  pair  of  flintlock  pistols, 
signed  'Friedr.  Ries',  Vienna,  c.  1740. 


PiCTURA  Fine  Art  Fair  BV 

21-30  May  1977,  Maastricht-5001,  The  Netherlands 

Thirty-eight  leading  dealers  from  Belgium,  Germany,  England,  France  and  the  Netherlands. 


M.  NEWMAN  LIMITED 

43.1  Duke  Strict.  St. James's,  wi 
Antoinf.  Vollon. 
Flowers  in  a  vase, 
panel.  61  x  50  cm. 


Above. 
I.  P.  L.  Bouwman 
Langc  Voorhout  16 
Den  Haag 
J.  B.Jonkind. 
Honfleur,  1865, 
28.5  x  39  cm. 


COLNAGHI  AND  COMPANY  LIMITED 

14  Old  Bond  Street,  wi 

DOMEN1CO  FeTTI. 
The  dream  of  Jacob, 
panel,  23 ^  x  17}  inches. 


15k on  GALLERY 
24  St.  James's  Street,  swi 
Jan  Steen. 
A  Love  Scene, 
panel,  68  x  57  cm. 


Gebr.  Douwf.s 
46  Rokin 
Amsterdam 
Johan  B.Jon  GRIND. 
Nevers,  watercolour, 
28.5  x  48  cm. 


R ic  hard  Green 
44  Dover  Street,  w  1 
N.  van  Verendael. 
Still-life  with  tulips  and  other  flowers, 
•234  x  1 7^  inches. 


Kunsthandel  P.  de  Boer 
Herengracht  512 
Amsterdam 
Salomon  van  Ruysdael. 
Landscape  with  cattle, 
panel,  39  x  60  cm 


Above. 

Galerie  de Jonckheere 
Boulevard  de  Waterloo  Ss 
1000  Bruxelles 
Abu  Grimmer. 
River  Scene, 
signed  and  dated  16 1 8. 


A  andG.  R.  Castendi 
Mecklenburglaan  5  1 
Rotterdam  16 
Gerrit  Willemz.  Heda. 
Still-life,  panel, 
58  x  79  cm. 


K  r  a  us 

79  rue  du  Faubourg  St.  Honore 
Paris  8 

Quiryn  Gerritsz.  Brekelenkram 
The  Slwemetider, 
panel,  58.1  x  81  cm. 


Rob.  K  at  ten  berg  oude  grader 
Spiegelgracht  7 
Amsterdam 

PlETER  BRUEGHELTHE  ELDI  M 

A  Man-of-  War  under  sail, 

F.  Huys  Sculpsit., 
engraving,  29.1  x  21 .7  cm. 
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Norman  Adams  Ltd. 

8—10  Hans  Road,  Knightsbridge,  London  sw3 
Tel:  01-589  5266 

Fine  18th  Century  English  furniture  and 
II  orks  of  Art 

Thos.  Agnew  &  Sons  Ltd. 

43  Old  Bond  Street,  London  wi 
Tel:  01-629  6176 

Paintings,  Watercolours ,  Drawings  and 
Engravings  of  all  Schools 

Alexander  Gallery 

45  Sloane  Street,  London  swi 
Tel:  01-235  1 8 1 3 

Fine  Victorian  and  lQth  century  continental 
Paintings,  Old  Master  Paintings. 
Furniture  and  Works  of  Art 

Maria  Andipa  Icon  Gallery 

162  Walton  Street,  London  SW3 
Tel:  01-589  2371 

Byzantine,  Greek,  Russian,  Ethiopian  &  Syrian 
Icons  14th  to  tgth  Century 

Algernon  Asprey  Ltd. 

27  Bruton  Street,  London  wix  Sua 
Tel:  01-629  2608,  Telex:  21 142 
Fine  antique  furniture,  clocks  and  silver ; 
specially  designed  modern  jewellery  and 
presentation  items ;  interior  furnishing 

Bentley  &  Co.  Ltd. 

65  New  Bond  Street,  London  wiy  0DF 
Tel :  01-629  065 1  /0325 

Antique  Jewels,  Antique  watches,  Jewelled  objects 
oj  Art,  Russian  enamels 

H.  Blairman  &  Sons  Ltd. 

1 19  Mount  Street,  London  wiy  5HB 
Tel:  01-493  °444 

18th  Century  Furniture,  Regency  Furniture, 
Chinese  Mirror  Pictures  and  Works  of  An 

Bluett  &  Sons  Ltd. 

48  Davies  Street,  London  wi 
Tel:  01  6294018/3397 

Oriental  Ceramics  and  Works  oj  Art 

Brod  Gallery  (Alfred  Brod  Ltd.) 

24  St.  James's  Street,  London  swia  iha 
Tel:  01-839  3871 

<  )!d  Master  Paintings  and  Drawings 

The  Bruton  Gallery 

High  Street,  Bruton,  Somerset  baiooar 
Tel :  074  98 1  2205 

Specialists  in  fjiropean  Sculpture  tg  -20th 
Century  :  Ayrtou ,  Bourdclle,  Dalou,  Carpeaux, 
Moore,  Rodin,  Etc. 

Carrington 

130  Regent  Street,  London  wi 
Tel:  01-734  3727 

Antique  and  Modern  Silver,  Military  Silver  and 
badge  brooches 


Clarges  Fine  Art 

158  Walton  Street,  London  SW3 
Tel :  01-584  3022 

Watercolours,  Drawings,  Oil  Paintings, 
British  School  igth  and  20th  centuries 
Mondays  to  Fridays  10.00  to  5.30 
Saturday  mornings  10.00— 1. 00 

Colnaghi 

14  Old  Bond  Street,  London  wi 
Tel:  01-491  7408 

Fine  old  master  paintings,  drawings  and  prints, 
Persian,  Indian  and  Islamic  Art 

Cramer 

38  Javastraat,  The  Hague  201 1,  Holland 

Tel :  070-63  07  58 

Fine  Old  Master  Paintings, 

catalogue  upon  request 

Crane  Arts 

321  Kings  Road,  London  SW3,  Tel:  01-352 
5857 

English  and  American  Primitive  paintings, 
Unusual  pictures  by  younger  artists 

Crane  Kalman  Gallery 

178  Brompton  Road,  London  SW3 
Tel :  01-584  7566 

20th  Century  British  and  European  Masters. 
Younger  British  artists.  (Also  unjustly 
neglected  painters). 

Crosby  Books 

P.O.  Box  100,  Fishguard,  Dyfed,  Wales,  GB. 
Tel :  034882  292 

Oriental  Carpet  books  sold.  Catalogues,  listing 
many  books  on  this  subject  sent  free  on  request 

Delomosne  &  Son  Ltd. 

4  Campden  Hill  Road,  Kensington, 

London,  w8 

Tel:  01-937  1804 

Extensive  stock  of  English  and  Irish 

Glass  of  all  kinds  also  European  Ceramics 

Doveridge  House  Antiques, 

Neach  Hill,  Long  Lane,  Long,  Shropshire 
Tel :  Albrighton  3131 

Fine  18th,  iQth  Century  English  &  Continental 
Furniture,  Paintings,  Clocks,  Decorative  items 
and  Interior  Furnishings 

Fine  Art  Society 

148  New  Bond  Street,  London  w  1 
Tel :  01-629  5  1  1  c> 

British  Art  of  the  tgth  and  20th  centuries, 
Paintings,  Watercolours,  Drawings  ami 
Sculpture  and  Decorative  Arts 

Fischer  Fine  Arts  Ltd. 

30  King  Street,  St.  James's,  London  swi 
Tel:  01-839  VHi 

20th  century  masters  and  contemporary  paintings 
and  drawings 


S.  Franses 

71  Knightsbridge,  London  swi 
Tel:  01-235  1888 

Oriental  and  European  carpets,  tapestries  and 
works  of  art 

Frost  &  Reed  Ltd. 

41  New  Bond  Street,  London  wi 
Tel:  01-629  2457 

;  8th- 1  gth  century  English  and  Dutch  Paintings, 
Contemporary  English  and  Modem  French 
Paintings 

Fry  Gallery 

S8jermyn  Street,  St.  James's,  London  swi 
Tel:  01-493  4496,  Cables:  Fryart,  London 
English  Watercolours  and  Drawings  of  the 
1 8th  and  1  gth  centuries 

The  General  Trading  Company  Ltd. 

144  Sloane  Street,  Sloane  Square, 
London  swi x  9BL 
Tel:  01-730  041  1 

18th  and  1  gth  Century  English  furniture, 
porcelain,  pewter,  prints  ;fine  quality  china, 
crystal,  gifts ,  decorating 

Christopher  Gibbs  Ltd. 

118  New  Bond  Street,  London  wiy  9AB 
Tel :  o  1  -629  2008 /9 

Old  Masters  and  Works  of  Art 

Richard  Green  (Fine  Paintings) 

44  Dover  Street,  London  wi,  Tel:  01-493 
7997 

1 8th  and  1  gth  Century  English  Paintings. 
17th  and  1 8th  Century  Dutch,  Flemish  and 
Italian. 

17th  to  tgth  Century  European  Paintings 

Halcyon  Days  Ltd. 

14  Brook  Street,  Hanover  Square, 
London,  wiy  i  a  a 

18th  and  early  tgth  Century  English  enamels. 
Sole  U.K.  stockists  of  modern 
Bilston  Enamel  Boxes,  having 
revived  the  craft  in  tg70 

M.  Harris  &  Sons 

44/52  New  Oxford  Street,  London  wcia  ies  J 
Tel :  01—636  2 1 2 1  . 
l  ine  18th  century  English  furniture 
and  Works  of  Art 

Heim  Gallery 

59jermyn  Street,  St. James's,  London  swi 
Tel :  01-493  0688 

Old  Master  Paintings  and  Sculptures  in  marble, 
bronze  and  terracotta 

Milne  Henderson 

99  Mount  Street,  London  wi 
Tel :  01-499  2507 
Chinese  and  Japanese  Paintings. 
Japanese  screens  and  prints, 
( )riental  Embroidery 

i 


Hennell  Ltd. 

i  Davies  Street,  Berkeley  Square, 
London  wiy  2NY,  Tel:  01— 499  301 1 
Antique  and  modern  jewellery  and  silver, 
domestii  silver  by  the  Hennellsfrom  1737 

Holmes 

29  Old  Bond  Street,  London  wi 
Tel:  01-493  1394 

Jewellery,  Antique,  I  'ictorian  andfine  modern 
silver 

George  Horan 
(Oriental  Antiques)  Ltd. 

38A  Kensington  Church  Street,  London  w8 

Tel:  01-937  9532 

By  appointment  to  the  Corps 

Diplomatique.  Fine  Oriental  ceramics,  bronzes, 

jades,  ivories,  carvings  etc. 

Alan  Jacobs 

15  Motcomb  Street,  Belgrave  Square, 
London  swi,  Tel:  01-235  5944 
Specialising  in  1  7th  Century  Dutch  and  Flemish 
Old  Master  Paintings 

Alexander  Juran  &  Co. 

74  New  Bond  Street,  London,  wiy  900 
Tel:  01-629  2550 

( )ld  and  Antique  Caucasian  and  Oriental 
Rugs  and  Carpets 

H.  W.  Keil 

27  Mount  Street,  Mayfair,  London  wi 
Tel:  01-629  6448 

Specialists  in  Fine  Oak  and  Walnut  Furniture 

M.  Knoedler  Co.  Ltd. 

143  New  Bond  Street,  London,  wiy  9FD 
Tel:  01-499  1923  and  4585,  Telex:  24183 
Fine  Paintings 

R.  A.  Lee 

1-9  Bruton  Place,  London  wi 

Tel:  01-629  5600  and  499  6366 

Works  oj  art,  fine  furniture,  clocks  and  armour 

Little  Gallery 

5  Kensington  Church  Walk,  London  w8 
Tel:  01-937  8332 

Tuesday  to  Saturday  1 1  a.m.  to  6  p.m. 
or  by  appointment. 

18th,  igth  and  20th  Century  Watercolours  and 
Drawings 

D.  M.  &  P.  Manheim 
(Peter  Manheim) 

69  Upper  Berkeley  Street 

Portman  Square,  London  wi 

Tel:  01-723  6595 

Member  of  B. A. D.  A. 

Specialist  in  Fine  English  Antique  Porcelain, 

Pottery,  Delft  ware  and  Enamels 


Marlborough 

6  Albemarle  Street,  London  wix  3m 
Tel:  01-629  5 1 6 1 ,  Cables:  Bondartos 
Fine  impressionist  and  20th  Century  Paintings, 
Drawings  and  Sculpture.  Graphics  and 
photographs  by  leading  20th  Century  Artists 

Roy  Miles  Fine  Paintings  Ltd. 

6  Duke  Street,  St.  James's,  London  swi 
Tel:  01-930  8665,  Telex:  91 6 187 
Gallery  hours:  Monday-Friday,  10—6 
English  and  European  Paintings 
oj  fine  quality 

John  Mitchell  &  Sons 

8  New  Bond  Street,  London  wi 
Tel:  01-493  7567 
Old  Master  Paintings 

Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London  swi 
Tel:  01-839  7595 

Fine  early  English  and  French 
watercolours  and  drawings 

James  R.  Ogden  &  Sons  Ltd. 

42  Duke  Street,  St.  James's,  London  swiy  6dj 
Tel:  01-930  3353 

Specialists  in  Ancient  Jewellery  .Jewellers  and 
Silversmiths  for  four  generations.  Also  at 
Harrogate 

Omell  Galleries 

22  Bury  Street,  St.  James's,  London  swi 
Tel:  01—839  4274 

Fine  igth  Century  paintings  at  realistic  prices 
40  Albemarle  Street,  Piccadilly,  London  wi 
Tel:  01-499  3685 

20th  Century  British  and  European  Paintings 
and  Marine  Paintings  at  realistic  prices 

Parker  Gallery  (Estb.  1750) 

2  Albemarle  Street,  London  wix  3 hf 
Tel:  01-499  5906 

Marine,  Military,  Topographical  and  Sporting 
Paintings,  Prints  and  Watercolours,  Old  Maps, 
Ship  Models  and  Curios 

David  Peel  &  Co.  Ltd. 

2  Carlos  Place,  Mount  Street,  London  wi 
European  works  of  art 

Phillips  &  Harris 

54  Kensington  Church  Street,  London  w8 
Tel;  01-937  3133 

Selected  European,  Oriental  furniture  and 
works  of  art 

Piccadilly  Gallery 

1 6a  Cork  Street,  London  wi 
Tel :  01-629  2875  and  01-499  4632 
British  Figurative  Painters,  International 
Symbolist,  Jugenstil  Works.  Museum  quality 
British  and  Continental  Drawings 


Pitt  &  Scott  Ltd. 

20/24  Eden  drove,  London,  N7  8ed 
Tel:  01-607  7321,  Telex:  21857 
Packing  and  shipping  of  fine-art  works 
throughout  the  world 

H.  W.  Poulter  &  Son 

279  Fulham  Road,  London  swio 
Tel:  01-352  7268 

18th  Century  Chimney  Pieces,  Grates,  Fenders 
and  Chandeliers.  Restorations  in  marble. 

G.  T.  RatcliffLtd. 

Durwards  Hall, 

Kelvedon,  Essex,  coi  2PG 

STRICTLY  TRADE  ONLY. 

Enormous  antique  furniture  stocks  in  showroom 

condition  including  lacquer  and  decorated  pieces 

Howard  Ricketts 

180  New  Bond  Street,  London  wiy  9PD 

Tel:  01-409  1971 

Fine  European  Arms  and  Armour 

Islamic  and  works  of  Art, 

Early  Photographic  Material 

Frank  T.  Sabin  Ltd. 

4  New  Bond  Street,  London  wi 
Tel:  01-499  5553 

English  Paintings,  Watercolours  and  Fine 
Antiquarian  Prints 

Spink  &  Son  Ltd. 

5-7  King  Street,  St.  James's,  London  swi 
Tel:  01-930  7888,  Cables:  Spink  London 
swi 

Coins,  Medals  and  Orders,  Oriental  Art, 
English  Furniture,  Paintings,  Drawings, 
and  Silver 

Stair  &  Company  Ltd. 

120  Mount  Street,  London  wiy  5HB 
Tel:  01-499  1784/1785 
Fine  English  Furniture  and  works  of  art  of  the 
1  '7th  and  1 8th  Centuries 

Alan  Tilman  (Antiques)  Ltd. 

9  Halkin  Arcade,  Motcomb  St..  London  swi 
Tel:  01-235  N235,  Telex:  9161  51 
Antique  Paperweights  also  glass  from 
17th— igth  Centuries,  including  English  and 
French  Cameo  glass 

Trevor 

24—25  Mount  Street,  London  wi 
Tel :  01-499  8228 

Important  stock  1 8th  and  early  1  gth  Century 
Furniture  and  Works  of  Art 

Tryon 

41-42  Dover  Street,  London  wi 
Tel:  01-493  5l61 
Sporting  and  Natural  History 
Pictures,  Prints  and  Bronzes 


Earl  D.  Vandekar  of  Knightsbridge 

138  Brompton  Road,  London  SW3 
Tel:  01-589  841 1/3398 
Members  of  B.A.D.A.  and  C.I.N.O.A. 
Large  stock  of  Fine  Chinese,  Continental  and 
English  Porcelain  and  Pottery 

Weston  Gallery 

Weston  Longville,  Norwich,  Norfolk 
Tel:  Gt.  Witchingham  572 
Dutch  and  English  paintings  from 
i7th-igth  Century.  Norwich  School  and 
Dutch  Romantic  Masters 

Wildenstein  &  Co.  Ltd. 

147  New  Bond  Street,  London  wi 
Tel:  01-629  0602,  Cables:  Navild,  London 
Old  Master  and  Impressionist  Paintings 
and  Drawings 


Williams  &  Son 

2  Grafton  Street,  London  wix  3 lb 
Tel:  01-493  5751 

Fine  Traditional  English  and  European 
Paintings  from  the  19th  &  20th  Centuries 

Temple  Williams  Ltd. 

Haunch  of  Venison  Yard,  Brook  Street, 
London  wiy  iaf,  Tel:  01-629  i486 
Fine  Regency  Furniture,  Works  of  Art, 
Valuations 

Winifred  Williams 

3  Bury  Street,  St.  James's,  London,  swi 
Tel:  01-930  4732/0729 

Important  1 8th  century  English  and 
Continental  Porcelains  and  Enamels.  Collectors' 
pieces  of  Museum  quality 


W.  H.  Willson  Ltd. 

15  King  Street,  St.  James's,  London  swiy6qu 
Tel:  01-930  6463 

Fine  Stock  of  Antique  Silver 

Harriet  Wynter  Ltd. 

352  Kings  Road,  London  SW3 
Tel:  01-352  6494,  Telex:  21879  Harriet 
Antique  Scientific  Instruments  and  new,  second 
hand  and  antiquarian  books  on  the  history  of 
science  and  technology. 


\  1H(  TIOMHYOI 

MARKS 

Tin  U  mu'h  aawlhwDmrt 

s 

f 

SHOWCASE 


£13 

THE  CONNOISSEUR  COMPLETE 
ENCYCLOPEDIA  OF  ANTIQUES 

From  all  good  book  sellers  or  from : 
The  Connoisseur  Books  Division 
Chesiergate  House.  Vauxhall  Bridge  Road 
London  SW IV  IHF 


HEFFERNAN 
and  JONES 


ANTIQUE  and  MODERN 
SILVER 


SINGLE  ITEMS 
or  ENTIRE  COLLECTIONS 
BOUGHT 


HEFFERNAN  and  JONES 
22  Crown  Passage 

St  James's 
London  SW1  6YY 
Tel :  (01 )  930  6003  Telex  33  44  5 


$amteb€namtte 

English  Painted  Enamel  Boxes  have  been 
famous  for  more  than  200  years.  Today, 
Crummies  i  Co.  are  making  Enamel  Boxes  with 
the  same  traditional  qualities  as  their 
predecessors. 


LFT  THIS  COHVEY  MY  I  Ol  F 

TO  YOV 
These  words  art  set  »>iri  a  delight 
/ul  Iff?  0/  flowers,    war.  lea/ 

green  base. 
IUf.No.Yil   Silt  hms  w,dt  oval 


CRUMMLES &  CO. 

Cromer  Rd.  Poole  Dorset 


A  DICTIONARY  OF  MARKS 

Price  £3.95 


From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIV  ISION. 

CHESTERGATE  HOUSE. 

VAUXHALL  BRIDGE  ROAD.  SW1V  1HF' 


TOPOGRAPHICAL  ARTS 

2  Cecil  Court  Charing  Cross  Road  London  W.C.2 
Tel:  01-836  2922 

English  and  Continental 
Topographical  watercolours 
18th  &  19th  centuries. 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


CHINESE  I  E-I^-l  GALLERY 

ORIGINAL  CHINESE  PAINTINGS 


by  known  artists  of  the  last  100  years 

Antique  and  Modern  Chinese  arts,  hand-made 
folk-craft  toys 

40  Great  Russell  Street,  London,  W.C.1 

(01-580  7538) 


The  Connoisseur 


Register  Advertisements 


FOR  SALE 


Extensive  knowledge  in  antique  bottles.  I  am  35  years  old.  I  have 
international  trading  experience  in  this  field  and  am  looking  for  suitable 
employment.  Please  ring  David  Watson,  Southampton  557290. 


Collection  of  chess  sets  for  private  sale.  Ring  02/649  0531  in  Brussels 
after  office  hours. 


Regency  pine  chimney-piece  (6  ft  8  ins  *  4  ft).  Beautifully  decorated 
with  carvings  and  compositions.  Seen  London.  Box  No  8761 . 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  £4.50  each  (plus  85  postage).  From  the  Circulation  Dept.  The 
National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London,  S.W.1 8. 


MISCELLANEOUS 


Private  American  Collectors  want  to  assemble  and  purchase  Russian, 
Animalier,  Art  Nouveau  &  Deco  Bronzes.  Advanced  Galle,  French,  English  & 
American  Art  Glass.  Antique  Porcelain  Placques.  Oriental  Objects  d'Art. 
Important  Old  Master  Prints,  Symbolist  Art  and  Modern  Drawings  and 
Graphics.  Excellent  References.  Discretion  and  Strictest  Confidence.  K  &  A 
Ltd.  P.O.  Box  330459,  Coconut  Grove,  Florida,  31333,  Tel.  (305) 
373-5021 .  We  purchase  individual  pieces  or  entire  collections  worldwide. 


Professional  Man  offers  his  agency  services  in  London  to  other  interested 
parties  throughout  the  world.  Has  wide  expertise  of  Antiques.  Replies  in 
confidence.  Box  No.  8762. 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the  grime 
of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and  touch  Made 
with  the  consent  of  the  British  Museum  and  supplied  to  professional 
restorers  everywhere.  Renaissance  is  now  available  privately  by  mail  order 
readers  of  The  Connoisseur,  at  Chestergate  House,  Vauxhall  Bridge  Road, 
London,  SW1 V  1  HF.  Price  per  can,  including  postage  and  packing,  and  (in 
UK  only)  VAT;  US  $7.50  (air)  $6.00  surface  mail,  Canada  $8.40  (air),  $6.00 
surface  mail.  Price  per  can  UK  £1 .95,  Europe  £2.50,  Australia  (£4.60  air), 
£2.50  surface  mail.  1 0%  discount  overall  discount  of  six  or  more  cans. 
'('Exceptional .  .  .  unique  wax  polish' —  The  Connoisseur,  Oct.  1974). 


Venture  Capital,  Loans  for  your  project/proposal.  Art  financing.  Finders 
service.  Worldwide  courier  service.  Worldwide  contacts  top  references. 
Please  submit  typewritten  needs  to  Box  No.  8760. 


The  Connoisseur  is  available  on  microfilm  from  1  901-1  975  on  a  total  of 
86  reels  at  a  price  of  £12.00  per  reel.  Write  to:  E.P.  Microform  Ltd.,  East 
Ardsley,  Wakefield,  West  Yorkshire,  WF3  2JM. 


Register  advertisements  are  25p  per  word  minimum  £3.50  for  15  words 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE  ROAD, 
L  OND ON.SW1V  1HF  (01- 834  233 1).A d dresses  or  Box  Numbers  must  be 
inserted  and  replies  to  the  latter  should  be  clearly  marked  with  the  Box 
Number  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  affected. 


MAIL  ORDER  PROTECTION  SCHEME  Publishers  in  membership  of  the  Periodical  Publishers  Association  have  given  an  undertaking  to  the  Director  General  of  Fair  Trading  that  if  you  order 
goods  from  mail  order  advertisers  in  The  Connoisseur  and  pay  by  post  in  advance  of  delivery,  consideration  will  be  given  to  compensate  you  if  the  advertiser  should  go  into  liquidation  or  become 
bankrupt,  provided: 

1 .  You  have  not  received  the  goods  or  had  your  money  returned ,  and 

2.  You  write  to  the  publisher  of  The  Connoisseur  explaining  the  position  not  earlier  than  28  days  from  the  day  you  sent  vour  order  and  not  later  than  2  months  from  that  day 
When  you  have  written,  you  will  be  told  how  to  make  your  claim  and  what  evidence  of  payment  is  required. 

We  guarantee  to  meet  claims  from  readers  made  in  accordance  with  the  above  procedure  as  soon  as  possible  after  the  advertiser  has  been  declared  bankrupt  or  gone  into  liquidation  up  to  a  limit  of 
£7.080  per  annum  in  respect  of  all  affected  advertisers  Payment  of  any  claims  for  higher  amounts,  or  when  the  above  procedure  has  not  been  complied  with,  will  be  at  the  discretion  of  The 
Connoisseur .  but  we  do  not  guarantee  to  do  so  in  view  of  the  need  to  set  some  limit  to  this  commitment  and  to  learn  quickly  of  readers'  difficulties. 

This  guarantee  covers  only  advance  payments  sent  in  direct  response  to  an  advertisement  in  this  magazine  (not,  for  example,  payments  made  in  response  to  catalogues  etc  received  as  a  result  of 
answering  such  advertisements)  Classified  advertisements  are  excluded 
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Crummies 


Adams,  Norman 
Ader  Picard  Tajan 
Andrade  Ltd.,  Philip 
Antique  Dealers'  Fair  of  Belgium 
Antique  Expo  Barcelona 
Antverpia 

Avonds,  Madame  A. 
Art  Assetts 

Art  &  Antiques  Fair  Hannover 
Asian  Art  Gallery 
Asprey,  Algernon 
Asprey  &  Co.  Ltd. 
Aux  Trois  Arcades 
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Barling  of  Mount  Street  Ltd. 
Bascourt,  M. 
Bath  Antiques  Fair 
Berry-Hill  Galleries 
Biggs  of  Maidenhead 
Blondeel,  Bernard 
Bonham  &  Sons  Ltd.,  W.  &  F.  C.    /  2 
Bourgaux,  Rik 
British  Antique  Exporters  Ltd. 
Brod  Gallery 
Bull  and  Bear  Antiques 
Burlington  International 
Fine  Art  Fair 


Davis  (Shipping)  Ltd.,  Michael 
Drown,  William  R. 

Earls  Court  &  Olympia  Fair 
Emanouel 

Frankfurter  Allgemeine  Zeitung 
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Godolphin  Gallery 
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Green,  Richard 
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Grosvenor  House  Antiques  Fair 


XV 

Nystad  Antiquairs  Lochem,  B.V. 

36 

85 

O'Connors,  Antiques  at 

$°  - 

iv 

Office  des  Proprietaires 

56 

Old  Hall  Gallery 

20 

73 

Oxford  University  Press 

94 

34 
8 

3 
33 
58 
22 

5 
85 
54 


Inside  Front  Cover 


Palmer  Antiques 
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Jacobs  Gallery,  Alan 
Jeremy  Ltd. 
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Canadian  Antique  Assoc.,  The 
Caro  Gallery,  Frank 
Carrington 

Chait  Galleries  Inc.,  Ralph  M. 
Channel  13  Auction 
Christie's 
Claes,  Robert 
Coleridge  Antiques 
Collets  Chinese  Gallery 
Colnaghi 
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Connoisseur  Editorial  Indexes 
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